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This admirable composer was bom at Florence on tbe 
.. 8tli Sept, 1760, and be received tbe baptismal name of 
^. -^aria Luigi Carlo Zenobio Salvador Cberubini. He 
^ mastered tbe first elements of music before be was six 
Ji years old. At tbe age of nine he bad lessons in barmony 
P" and accompaniment from Bartolomeo Felici and bis son 
Alessandro. On tbe deatb of tbese two masters be ob- 
*"- tained instruction from Pietro Bizzari and Guiseppe 
* r' Castrucci, wbo promoted bis studies in composition and 
-*• gave bim some idea of vocal art. Tbe progress be made 
^ was so rapid tbat as early as 1773, before be bad com- 
'*~' pleted bis tbirteentb year, tbere was a solemn mass of 
c\ bis performed at Florence. Tbis work was followed by 
^ several otbers, botb sacred and secular, and tbe public 
^ greeted witb warm applause tbose early productions 
"T. of a genius already remarkable. Tbe grand duke of 
"^^ Tuscany, Leopold II., a prince distinguished no less by 
bis enlightened taste for the fine arts than by his mild 
and benevolent nile, showed his estimate of young 
Cherubini's talent by granting bim, in 1778, a pension 
which should enable bim to repair to Bologna and study 
under Sarti. Four years were spent by the young artist 
in this school, acquiring by assiduous labour a profound 
knowledge of counterpoint and of ancient fugal style. 
To Sarti's excellent precepts Cherubini's extensive ac- 
quaintance witb the classical Italian composers is mainly 
owing, while to this master's judicious system — ^not only 
imparting to bis pupils solid scientific instruction, but 
exercising their fertility of invention by entrusting them 
with the composition of subordinate portions of his own 
operas — may be traced Cherubini's ready skill in writing 
down bis thoughts. Sarti's scores contain many pieces 
composed by Cberubini. 

Before permanently quitting tbe tutelage of his master 
Cberubini wrote tbe opera of Quintus Fabitis, which was 
first performed in 1782, and was followed by seven 
other works, tbat made their appearance at Florence, 
Leghorn, Rome, and Mantua. In 1784, Cberubini left 
Italy for London. He here wrote La Finta Principessa, 
an opera bufia ; and brought out his Giulio SalinOf of 



which be bad re-written several pieces. He also con* 
tributed several new pieces to the score of Paisiello's 
Marcheae di Tulipano ; after which he repaired to Paris 
witb the intention of settling there. But be was im- 
mediately summoned to Turin that he might write bis 
opera of Iphigenia in Aulide, which obtained such 
marked success that MarchQ^i made choice of tbis work 
for the aoitumn of 1788, at the theatre of La Scala in 
Milan. On bis return to London in 1787, Cberubini 
filled tbe post, (and with the title) of composer to His 
Majesty's Theatre. Here he brought out Cimarosa's 
Giannina e Bemadone, and Paisiello's Gli Schiavi per 
amore, with other works, to which he contributed several 
charming pieces. Bumey alludes with eulogy to tbese 
productions of Cherubini's genius in bis History of 
Music. At Paris, in 1788, Cberubini wrote his first 
French opera, entitled D^mophon; it appeared on tbe 
opera stage the 2nd of December of that year, but met 
witb slight success. Many causes operated to occasion 
this cold reception of a work which was an experiment 
in a style of composition wherein Cberubini seemed to 
have relinquished those peculiarities of Italian music 
he had till then cultivated. The chief of tbese causes 
was tbe interest taken by tbe public in Vogel, — ^tbe author 
of another Dimophon^ the overture to which bad at- 
tained considerable favor and celebrity. This young 
musician bad expired the same year, leaving bis opera 
completed. It was performed during tbe summer, and 
although the remainder of the work did not keep pace 
with tbe merit of its overture, yet the public regarded it 
with a partiality which prevented due interest in Cheru- 
bini's production. In this latter tbere was a creative 
power superior to anything yet achieved in France; 
which power being beyond tbe comprehension of tbe 
opera-pit critics of the time, did not compensate, in their 
eyes, for the want of spirit and dramatic interest tbat may 
be alleged against the score as a whole. Of all its 
composer's works, D^ophon is now tbe least known, 
even to his admirers ; nevertheless there are pieces in it, 
(particularly a chorus, "Ah ! vous rendez la vie") wbicb^ 
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for «kill of instmmentatioi^ for disposal of the voices, and 
for purity of style, were, at the period when the opera 
was writieo, truly original creations and the heralds 
of a new school. 

In 1789, an Italian opera was regularly organized in 
Paris, and Cherubini was installed as its musical director. 
The company's first performances took place in a paltry 
kind of building called * Le Th^lltre de la foire Saint 
Germain ;' and here were executed — ^with a perfection 
till then unknown — the first works of Anfossi, Paisiello, 
and Cimarosa, in which Cherubini introduced some ex- 
cellent pieces of his own composition. All these pieces 
bear the stamp of superior talent, and they excited 
general admiration. Among them is the delicious quar- 
tett, '' Cara, da voi dipende " (introduced into the 
Fiaggiatori felici), and also the trio given in the Italiana 
in Londra. Both these productions present a study full 
of interest if compared with D^mophon, or, still more, 
with Lodoiska — a French opera written by Cherubini at 
that period. They prove that their author then possessed 
two distinct styles ; the one, simple as that of Cimarosa, 
or Paisiello, but distinguished by a purity of character 
superior to all that had preceded it ; the other, severe, — 
rather instinct with harmony than with melody, — rich 
in details of instrumentation, and constituting a type, as 
yet unappreciated, of a new school destined to remodel 
existing forms in musical art. 

Lodoii&a first appeared in 1 791 . This fine composition, 
where the magnitude of plan in the concerted pieces, the 
novelty of combination, and the richness of instrumental 
beauty are so remarkable, caused a revolution in 
French music, and was the origin of that music of effect 
which composers of modem time have imitated through 
so many varied modifications. Among those of the 
French school may be cited M^hul, Steibelt, Berton, 
Lesueuff and even Gr^try, as throwing themselves into 
this new path with an implicitness only differing in the 
several peculiarities that mark the style of each. It is 
true that Mozart had already revealed, in his immortal 
compositions of Figaro and Don Giovanni, all the effect 
to be produced by grand combinations in harmony, and 
by fine instrumental accompaniment in conjunction with 
the most exquisite melodies ; but these works, produced 
before even Mozart's own countrymen were capable of 
fully comprehending them, were at that time entirely 
unknown to foreigners. There can be no doubt there- 
fore that Cherubini was indebted to his own inspiration 
alone for the new style which he introduced into France; 
while a careful comparison between his manner and that 
of his illustrious predecessor attests the fact beyond 
dispute. 

The revolution commenced by Lodoiska, was completed 
by EUsa, or Mount St, Bernard, and by Medea, Unfor- 



tunately, these operas, the music of which, after a lapse 
of many years, excites the admiration of musicians, were 
composed on libretti either devoid of interest or written 
in a style of absurdity that prevents their keeping pos- 
session of the stage. As a proof that Cherubini needed 
nothing else for the attainment of popular success than 
more interesting or more rational groundworks for his 
music the opera of Les deux Joumies was received with 
enthusiasm ; its music is written on the same model as 
Cherubini's other French compositions, but its story pos- 
sesses interest and is well suited to the lovely character 
of the music. More than two hundred representations of 
this beautiful work did not exhaust the delight of true 
judges, yet, notwithstanding the high reputation enjoyed 
by Cherubini throughout Europe, his position in France 
was not worthy of his great talent The emoluments of 
office as Inspector of the Conservatoire formed all his 
income and hardly sufficed for the maintenance ef a nu- 
merous family. The head of that Government which 
succeeded the Directory showed little favor to the man 
whose name was revered throughout France. England, 
Italy, and, above all, Germany. Compelled at last to 
provide for the means of existence, it was towards this 
land of harmony that Cherubini cast his eyes as a re- 
source. An engagement was offered him to write some 
operas for Vienna, which he accepted and repaiped 
thither, with his family, in the spring of 1805. Arrived 
in the imperial city, he wrote the score of Faniska, the 
beauties of which excited the admiration of all the 
Viennese artists. Haydn and Beethoven pronounced the 
author of this work the first dramatic composer of his 
time. The French musicians, and M^hul himself, sub- 
scribed to this verdict. But scarcely had Cherubini begim 
to reap the fruits of his success and to plan new produc- 
tions when the war broke out between France and 
Austria. The results of this war are well known ; Vienna 
was sun-ounded by French troops, the court of Francis II. 
was compelled to leave, and the author of Faniska 
found himself obliged to return to Paris, where he ex- 
piated, in forced leisure, the glory of a success which 
had seemed to defy Napoleon's disdain. 

Meanwhile, some friends essayed to remove the preju- 
dices and dislike conceived by this latter ; they induced 
Cherubini to write an Italian opera for the theatre at the 
Tuileries, and Crescentini promised to sing the principal 
part. The composer yielded to their persuasions, and, 
some months afterwards, the score of Pimmaglione was 
completed. This charming work, written in a totally 
different style from the other productions of Cherubini, 
contains scenes of a most felicitous conception. Napoleon 
seemed surprised when he was told the name of its author ; 
he evinced at first some satisfaction, but no amelioration 
in the position of the composer was the result. So flagrant 
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an injustice could not but carry discouragement to the 
artist's soul ; but suddenly, in the midst of the neglect into 
which he had fallen, unforeseen circumstances directed 
Cherubini to a new course, which may be considered 
as one of the most solid foundations of his renown. He 
had just left Paris, to enjoy, at the residence of M. le 
Prince de Chimay, a repose of spirit, a calm, that he felt 
imperatively necessary for him. He was in one of those 
crises of disgust at Art, which are not of unfrequent 
occurrence in the lives of great artists ; but in order that 
his spirit might not lack aliment he had taken up the 
pursuit of botany and seemed to have no other thought 
than the diligent prosecution of this science. It so 
happened that a project was formed for getting up a 
mass with music in the church of Chimay ; but, for the 
realization of this project one thing was wanting, — ^namely, 
the music of the mass. They had recourse to Cherubini; 
who at first refused, but afterwards, consented. It was 
on this occasion that he wrote his admirable mass in 
F for three voices. The prevailing idea in this effort has 
nothing in common with that which pervades all the music 
of the ancient Roman school That was conceived as an 
emanation of pure sentiment apart from all human pas- 
sion ; while Cherubini, on the contrary, chose that his 
music should express the dramatic sense of the words, and, 
in the fulfilment of this idea, he gave proof of a ^talent 
so exalted as to leave him without rival in this particular. 
A union of the severe beauties of fugue and counterpoint, 
with those belonging to dramatic expression and rich in- 
strumental effects, is an achievement peculiar to the genius 
of Cherubini. The European success obtained by this 
fine work determined its author to produce many others 
similar in style. The restoration of the old French mo- 
narchy, by removing the kind of proscription under which 
Cherubini dwelt, gave him frequent occasion to exercise 
his talent in this way. In 1816, he succeeded Martini in 
his office of superintendent of the king's music, and from 
that time forth he continued to write numerous masses 
and motets for the service at the royal chapel. A portion 
of them only have been published ; but the majority of 
these works are considered by judges to be compositions 
of a very high order. 



Among the principal works of Cherubini may be num- 
bered no fewer than 32 operas, 29 church compositions^ 
four cantatas, and several instrumental pieces ; besides 
the admirable Treatise on Counterpoint and Fugue, first 
published in Paris, in 1 833. This latter work is, in fact, 
the result of Cherubini's experience as to what was 
necessary in teaching counterpoint to the pupils of the 
Conservatoire for nearly a quarter of a century, and the 
examples are models of that perfection of style which 
distinguishes the productions of the ancient Italian 
masters. After filling the post of Inspector of the Con- 
servatoire of Music in Paris during a period of twenty 
years, Cherubini was nominated Professor of Composition 
there in 1816;. and subsequently Director in 1822. He 
was created Chevalier of the Legion of Honor in 1814, 
became an officer of the order, and chevalier of that of 
Saint Michael. The Institute of Holland, the Academy 
of Music at Stockholm, and the Academy of Fine Arts 
in France, elected him among their members. 

He resided in Paris until the period of his death, which 
took place in 1842, at the age of eighty-two. 

The obsequies of the great composer weie celebrated 
with much pomp. More than three thousand persons 
repaired to the Conservatoire, and attended the funeral 
train to its destination at St. Roch. The whole school, — 
professors and students, — accompanied the procession. 
Mournful music, consisting, among other productions of 
the illustrious deceased, of the piece formerly composed 
for the obsequies of General Hoche, was played during 
its progress to the church, where his solemn Requiem 
for male voices, recently written, was performed. No- 
thing, in short, was omitted to render this closing homage 
complete. Subsequently, a subscription was voluntarily 
entered into among the artists with the view of erecting 
a monument to his memory, and a proposal was made 
to give the name of Cherubini to one of the streets in 
Paris adjoining the principal lyric theatres. 

He enjoyed the respect and attachment of his pupils, 
the esteem of his intimates, and the highest admiration 
from those best capable of appreciating his genius — the 
first-rate musicians of his own time. 
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Introduction. 

In commencing this treatise, I suppose the pupil 
to be already acquainted with the theory of chords, 
and consequently, of harmony. I cause him, there- 
fore, at once to enter upon the study of strict 
counterpoint; not that which accorded with the 
system of tones and modes observed by ancient com- 
posers, but modem strict counterpoint, that is to 
say, according to the present tonal system, which 
will imperceptibly lead the pupil to familiarize him-' 
self with the art of writing fugue — the true founda- 
tion of composing. It is needful that the pupil 
should be taught to observe strict rules, in order 
that when eventually composing in a free style, he 
should know how and why his genius — ^provided he 
have any — ^has caused him frequently to liberate 
himself from the rigour of first rules. By sub- 
jecting himself, at the outset, to the severity of these 
rules, he will subsequently faiow how to avoid with 
prudence the abuse of license ; and by this means 
also, he will be. able to form himself in the style 
which befits the fugal art, a style the most difficult 
to acquire. I would induce the pupil who aims at 
becoming a composer, to read, and even to copy out, 
with attention, and with reflection, as much as he 
can of the works of the classical composers particu- 
larly, and occasionally those of inferior composers, 
with the view of learning from the former what 
mode he is to pursue for composing well, and from 
the latter, in what way he may avoid the contrary. 
By such a proceeding, frequently repeated, the pupil, 
in learning to exercise his ear through his sight, 
will gradually form his style, his feeling, and his 
taste. 

The young composer, who shall carefully follow 
the instructions contained in this treatise, once having 
mastered those upon fugue, will have no more need 
of lessons, but will be able to write with purity in 
all styles, and will with ease, while studying the 
form of dififerent kinds of composition, acquire the 
power of expressing clearly his own ideas, so as to 
produce the effect he desires. 

Preliminary Propositions. 

Upon coywords wJiich should he employed in stnct 
counterpoint. 
The ancient composers, since Guido Aretino*s 
time, have admitted only two perfect concords — the 
octave and the perfect fifth; and two imperfect 
concords — the third, and the sixth. 



The first are called perfect because tbey are 
immutable. 

The second are called imperfect, because they 
admit of being altered, and may be either major or 
minor. 

Upon discords to he employed in strict counterpoint. 

The discords are, the second, the fourth, the 
seventh, and the ninth. These discords can only be 
employed when prepared by a concord and resolved 
by another, unless they are used 'passingly,' of 
which we shall hereafter speak. 

The imperfect fifth, and the augmented fourth, or 
tritone, were rejected by the ancients ; they should, 
therefore, only be employed in strict counterpoint, as 
passing discords. 

Observation. — I here state, once for all, that in speaking 
of modem strict counterpoint, I merely use the word 
* modem ' in reference to the tonal system ; but, as re- 
gards the chords themselves, I have invariably used those 
met with in the ancient authors, — ^viz : the chord of the 
third and fifth, the chord of the third and sixth, and the 
discords above mentioned. It is only in treating fugue, 
that the pupil can allow himself more latitude. 

Upon various kinds of movement. 

By the word * movement,* the progression of one 
sound to another, is understood ; either melodially, 
in a single part, or harmonially, where there are 
several parts at once. Melodially, ' conjunct move- 
ment* is the name given to a succession of sounds 
proceeding gradually, thus : — 

Example 1. 



'Disjunct movement* is the name given 
sounds succeeding each other by intervals : — 



to 



Ex. 2. 



Harmonially, 'direct,' 'right,* or * similar move- 
ment,* is the name given to the progression of two 
or more parts ascending or descending in the same 
direction : — 

Direct moyement in tiro parts. 



A TREATISE ON 



Ex.4. 



Direct moTtmrat in three parti. 



m 
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'Contrary movement' takes place when one part 
ascends, while the other descends : — 



Ex. 5 




When one or more parts ascend or descend, while 
one or more other parts remain stationary,the move- 
ment is called * ohlique ' : — 

In two parti. 



Ex.6. 




The most elegant of these three movements is 
•contrary movement;' 'ohlique movement* holds 
the second rank ; of ' direct movement ' sparing use 
should he made, hecause it gives rise to defects 
which will hereafter be pointed out. 

It may be added that m all species of counterpoint 
here treated of, as well as in fugue, the pupil should 
write for voices and not for instruments. It will 
therefore be necessary that he should conform to the 
natural compass of the different kinds of voices. He 
will find therein the advantage of learning to pro- 
duce effects with voices alone, a study not only 
difiQcult, but too much neglected; and he will 
afterwards find himself much more at ease in writing 
for instruments, when no longer obliged to restrain 
himself within the limits of the voice. 
Two-part Counterpoint. 

Two-part counterpoint is the most strict, both in 
the ancient and the modern system. The reason of 
this is plain : the fewer the difficulties to be van- 
quished, the more severe must be the rules. Two- 
part writing does not involve so many trammels as 
a larger number of parts progressing together; 
BO that the strictness of this kind of composition 
diminishes in proportion as the number of parts 
increase. 



JfWst ordei* — note against note. 

EULB I. 

The commencement must be a perfect concord, 
and the termination also ; so that the first bar may 
contain either a fifth or an octave (or unison), but 
the last bar must have simply an octave, or unison. 
Let it be borne in mind, once for all, that by the 
word * fifth* is also understood the twelfth ; and by 
the word ' octave,* the fifteenth, according to the 
relative distances of the voices employed ; and the 
same will apply to all intervals which may be 
doubled or tripled. 
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BULE II. 

The parts should progress always by concords, 
endeavouring to avoid the unison, save in the first 
and last bar. 

Observation, — The principal aim in counterpoint being 
to produce harmony, unison is forbidden, because it pro- 
duces none. This does not hold good with regard to the 
octave; for, although the octave is almost in the same 
condition with the unition, yet the difference of effe«*t which 
exists between the grave and acute sounds renders it less 
devoid of harmony than the imi on. 

Rule III. 

It is sometimes admissible to let the higher part 
pass beneath the lower, always, however, taking 
care that they shall be in concord, and not allowing 
this method to continue too long, as it is only admis- 
sible in case of embarrassment, or in order — since 
the pupil should, as we have just said, write for 
voices — to make the parts flow well : — 
Ex. 10. X . K. . X 




These marks X indicate the places where the 
higher part passes beneath the lower. It cannot, 
however, be too strongly recommended never to 
employ this method without great reserve. 

Rule IV. 

Several perfect concords of the same denomina- 
tion should never be permitted to succeed each 
other, at whatever pitch they may occur; conse- 
quently, two fifths and two octaves in succession 
are prohibited. 

This prohibition is applicable to every kind of 
strict composition, in two parts, as well as in more. 

Observation. — A succession of octaves renders harmony 
well nigh void ; a succession of fifths forms a discordance, 
becaase the upper part progresses in one key, while the 
lower moves in another. For example, if to the scale of C 
an upper part be added which gives a perfect fifth at each 
bar, thus — 
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it followi that one part will be in C, the other in G. 
It is from this ooncnrrenoe of two keys that the discordance 
arises, and, onsequeotlyi the prohibition to introdace several 
fifths, in saocesdon ; as, even when the movement of the 
parts, instead of being conjunct, is ditgunct, the discordance 
none the less exists. 



^ Eit-lJ. 
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This is one of the defects arising from * direct movement,' 
which we promised should be pointed out. 

GonsecatiYe fifths have been, and still are tolerated 
in * contrary movement,' because if they be of the 
same kind, the movement makes them change their 
species* 



Ex: IS. 



or 



In this example it will be seen that one is a twelfth, 
and the other a fifth, which alters the matter. Never- 
theless, it is forbidden to use this liberty in two- 
part counterpoint, particularly that of note against 
note. The method is tolerated in middle parts 
when, writing for four voices, there is difficulty in 
making the parts flow weU. 

The pupil may meet with consecutive fifths in 
Works of free composition — as operas, symphonies, 
&Q, — but such licenses are only tolerated in that 
kind of composition. 

RULB V. 

Passing to a perfect concord by direct movement 
is prohibited, except when one of the two moves a 
semitone. This exception is tolerated. 

Prohibited morements : 
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because, supposing the distances formed by the 
intervals to be filled by notes of inferior value ascend- 
ing or descending, the result would be either two 
fifths or two octaves — called concealed fifths or 
octaves : — 

Example 14 with the Intervals flUed by crotchets. 



The movements in Example 14 are prohibited, 




Ohserviition. — This rule, at first sight, seems ill-founded ; 
because, the intervening crotchets not being written down 
by the composer, the two fifths or two octaves do not 
perceptibly exist. But the singer may add these crotchets; 
and in that case, the two fifths or two octaves are clearly 
heard. The ancient composers, in order to guard against 
the objectionable feature which would arise from the singer's 
inconsiderate license, forbade going to a perfect concord by 
direct movement. The use of contrary movement in prefer- 
ence is excellent, because it avoids the defect — hidden 
though it be — of which direct movement is the cause. This 
rule, also, indicates yet another objectionable result of direct 
movement. 

The case of the tolerated movement shown in 
Example 15 is different; inasmuch as, on filling up 
with crotchets the spaces marked by the intervals, 
there result, it is true, two fifths, but one is imper- 
fect, the other perfect. 

Example 15 with eiotchets. 



^ 



Imp. 5th. Perf. 5th. 
/ I 

WM \\ 



Imp. dth. Perf. 5th. 



^m 



These two fifths are tolerated because they are 
not of the same nature, and because the discordancy 
of which we have spoken as arising firom perfect 
fifths in succession is not present. The old composers, 
however, avoided this progression in two - part 
counterpoint. It was only when writing for several 
voices that they availed themselves of it in one of 
the middle parts, to escape from some embarrassing 
position. 

EULB VI. 

. All movement should be diatonic or natural in 
regard to melody; and conjunct movement better 
suits strict counterpoint than disjunct movement. 
Accordingly the major and minor second, major 
and minor third, perfect fourth, perfect fifth, minor 
sixth, and octave, are permitted, either in ascending 
or descending. The augmented fourth, or tritone, 
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imperfect fifth, and major and minor seventh, are 
expressly prohibited either in ascending or des- 
cending. 

Oburvation. — This rule is a very wise one ; and the ancient 
masters had the more reason to obKerve it, because they 
wrote for voices alone, without accompaniment They thus 
obtained an easy and correct melody where the prohibited 
moTemeots woidd have been difficult of iutonation. Never- 
theless, the rule is much disregarded in modem composi- 
tions. 

With regard to the movement whicli shonld be 
employed in one part with respect to another, con- 
trary movement, as already said, should be preferred 
to oblique, and oblique movement to direct. The 
last should be very seldom employed ; for . even 
when all the rules laid down to guard against the 
objectionable features resulting &om its frequent 
use are observed, there is no evading another fault — 
one not positively contrary to rule, but contrary to 
good taste, good style, and variety of concords; 
since, by this movement, there would be a long 
succession of either thirds or sixths — producing an 
effect both trivial and monotonous. 



Ex. 18. 




This example offers the same concords throughout 
the same movement, and consequently the same 
effect. 

Obiervation, — Not more than three thirds, or ttiree sixths 
may be used ia succession ; to go beyond that number would 
be to fall into the errors above stated. 

EULB VIT. 

The false relation of the octave, and of the 
tritone between the parts, should be avoided ; these 
two relations are harsh to the ear — especially that of 
the octave. 

OhtervaHon, — ^Relatictn signifies the immediate affinity 
which exists between two sounds, successive or simultaneous. 
This affinity is considered according to the nature of the 
interval formed by the two sounds, so that the relation shall 
be true when the interval is true ; it is false when there is 
alteration by excess or diminution. Among false relations io 
harmony those only are accounted as such in which the two 
sounds do not equally belong to the key in which they occur. 
The diminished octave, or the superfluous octave, is a false 
relation in melody as in harmony, however it may be urad. 
The disagreeable effect it produces may be mitigated, but 
not entirely destroyed. The employment of this interval is, 
therefore, prohibited in melody: — 

False relations of the diininiBhed octave and the supeifluous octave. 
Ex. 19. 



In harmony, the use of these octaves struck simulta- 
neously, and prolonged for some time, is inadmissible. 

Ex. 20. 



Nevertheleas, some modem composed have thought fit to 
employ it thus :— 




In this case they consider the C b and the C ft but as 
passing alterations, and as notes of little value struck in 
the unaccented part of the bar. 

It is a very great license, barely tolerated in composition 
of the freest kind, and to be altogether rejected in strict 
counterpoint. There exists another case in which the false 
relation of the octave in harmony may be hazarded, between 
two different chords, as thus: — 



Ex. 23. 



Ex. 2S. 




The G natural in Example 22, introduced with the first 
chord in the upper part, forms a discord with the C | in- 
troduced into tne second chord in the lower part. If the 
sense of hearing be consulted on the suiject, it wi|^ be 
agreed that nothing can destroy, in this case, the impression 
which the ear has received from the sound of the G natural, 
because it still lasts while the sound of the G ;^ is being 
struck; the effect being nearly the same as if these two 
sounds were simultaneous. If reason be consulted in its 
turn, it will be decided that the discord formed by these two 
sounds originates in their irrelevance, and from the false 
affinity that exists between them, since G natural and G ^ 
each belong to two different keys, and the chords which 
severally contain them cannot follow one another in the 
succession in which they are here placed, unless other in- 
termediate and relative chords, by linking them together, 
be made to obviate the false relation. What has just been 
said respecting Example 22 is equally applicable to Ex- 
ample 28. 

In order to render the effect less harsh in the succession of 
these two chords— as it is impossible to destroy it entirely — 
a means of softening it must be found without employing 
other chords. The means are simple. It must be so 
managed that tne part which has struck the G natural has 
also the altered G. 



Ex. 24. 




By these simple means, and other expedients somewhat 
similar, the unpleaf>ant impression may be in a measure 
mitigated or rendered less perceptible, because the ear 
not being hurt so immediately in this case as in the 
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other, lends itself by degrees to endure the effect of the 
false relation. Nevertheless, in a study of modem strict 
counterpoint, this chromatic movement should be as much 
as possible avoided. 

The Tritone is always, in melody, a false relation, besides 
being a prohibited movement (see Bule 6). 

This interval produces also a false relation in harmony, 
especially in two-part counterpoint of the first species, when 
these parts are disposed in such a way that thu interval is 
visibly present. 

I'his interval is visibly present when the two sounds of 
which it is composed are heard one after the other in the 
two parts, and when the chords which contain them cannot 
belong to the same key, either through their nature or in con- 
sequence of the manner in which they succeed each other : — 



^^ Ex. 25. 




Care should be taken to avoid entirely this kind of rela- 
tion, in two-part counterpoint more especially ; and if it is 
not to be avoided, endeavour should at least be made so to 
dispose the part which forms the counterpoint that one of 
the two sounds which cooftitute ihe Tritone may be sup- 
prewed, whether a ehange be made or the bame chords be 
preserved : — 




i^. Ll-^AjLl- ^ ^^ ^iMzI^t:^ ^n''^^ =KJc:i^ 



By the aid of these corrections, the relation is partly, or 
entirely, veiled. In the other opecies of counterpoint it is 
easier, as will be seen, to avoid the false relation of the 
Tritone. 

It now remains to be demonstrated how and why the 
Tritone is a false relation in harmony. What 1 am about 
to state applies equally to two-part counterpoint as to that in 
several parts ; and I here subjoin this demonstration in order 
not to have occasion hereafter for mentioning it with so much 
detail. 

In order to explain the cause of this false relation, I take 
the major common chord of G, and immediately follow it 
with that of F;— 



Ex. 27. 




The succession of these two chords instantly generates 
the false relation of the Tritone. Firstly, because the 
first chord, supposing it to be considered as belonging 
to the key of (5, naturally tends to proceed to the tonic 
or to the relative minor. A, and not to the sub-dominant. 
Secondly, supposing tliat this »ame chord belongs to the 
key of O, the chord of F natural which follows becomes 



alien to it, since It is requiMite that the F be |( in order that 
the analogy between these two chords should exist ; more, 
over, the F % ought to carry the chord of the sixth. Thirdly, 
by the same process of reasoning, if the second chord be con- 
sidered as belonging to the key of C, or to the key of F, it 
would require, in the former hypothesis, to be followed and 
not preceded by the chord of G, and, in the latter case, the 
B natural of the chord of G becomes necessarily and evidently 
alien to it, since by analogy this B should be flat. Thus, 
then, the F and the B being in open contradiction, the one by 
the other, and the one with the other, the consequent relation 
is false. 

It follows that all successions of chords of which one 
contains an F and the other a B, and viu versdy indisputably 
bring about the fe'se relation of the Tritone. Here is a 
succession of chords which always present this relation, and 
accordingly produce a veiy harsh effect : — 



Ex. 28. 




Rule Ym. 

Except in the first bar and the last, imperfect 
concords should be employed in preference to perfect 
ones. The object of this rule is to produce harmony 
by means of imperfect concords, which are more 
acceptable than the others. Nevertheless, the em- 
ployment of many imperfect concords of the same 
denomination would lead to the abuse pointed out 
in Rule VI., which should be carefully avoided. The 
composer should know how to intermingle perfect 
and imperfect concords with taste and discernment, 
in order to give harmony to the counterpoint. 



Ex. 29. 
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These examples are in conformity with the rules 
of strict counterpoint of the first order. Imperfect 
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concords are employed with variety, and more 
frequently than perfect concords. Direct, contrary, 
and oblique movement are judiciously treated ; the 
false relation of the Tritone is avoided, and the 
melody progresses throughout diatonically, with 
ease and elegance. 

ObsertHttions — In order to put in practice aU the rules 
a1)0ve cited, the pupil will receive from his instructor 
a nibject, which he should first place in the bass, and upon 
which he should compose as many different melodies as 
he can invent — employing alternately Soprano, Contralto, 
and Tenor voices. Then he must place this subject in the 
upper part and compose to it several Basses. 

This subject, which the pupil receives from his instructor, 
is called the plain sotiff ; the part composed by the pupil is 
termed Counterpoint, 

There will be found at the end of this treatise several 
diiierent tubjecU for each of the orders of counterpoint. 
They will give the pupil an opportunity of employing all 
the resources of counterpoint. 

When placing the subject in the upper part, the pupil 
should employ the voice best adapted to the plain-song. 
Sometimes he will find himself compelled to transpose the 
key in order that he may use the different voices without 
exceeding the limits of their compass. 

As the last two notes of the subject should always 
progress from the second of the key to the tonic — ^for 

example, for the key of C, ^E!M^iaE-p the last note 



but one of the part which forms the counterpoint must 
always be a major sixths and the last note an octave, provided 
the subject be in the Bass. If it be in the upper part, the 
last note but one of the counterpoint will be a minor third, 
and the last note an octave. As thus : — 



Counterpoint. 



Subject. 



^ Ex. 30. 



m 



B. Subject ear- 
:: ried into the 
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upper pait. 



Countexpoint. 




Before concluding the first order of counterpoint 
a word must be said respecting modulations, and the 
observations upon this head will be applicable to 
all kinds of strict counterpoint. 

Modulation should never be made, in any piece 
whatever, excepting into keys of which the notes 
determining the mode form part of the original 
scale. 

Supposing is the original key, we can only 
modulate into G major, into A, the relative minor, 
into F major, and into D minor ; and moreover, we 
must only touch, in passing, the key of F, because 
it 'weakens the principal key on account of the B 
flat which destroys the leading note. The same 
treatment must be pursued with the key of D minor 
for a like reason, more particularly as it destroys the 
tonic by the C % which is the leading note of this 
key. We may also modulate into E minor, but not 
remain in that key even so long as in the two keys 
above-mentioned, on account of the F it and the D Jf 
it introduces. The key of B is proscribed, because 
it has no perfect fifth. Supposing, now, the scale to 
be A minor, the relative of 0. We may first modu- 
late into C major, and touch, in passing, the keys of 
F major, and of D minor ; that of E minor may be 



sustained. The key of B is proscribed in this mode 
for the same reason as in that of 0. 
- All these modulations are natural and have affinity 
with the principal or original key. Experience and 
study will enable the pupil to introduce these several 
keys in a judicious and agreeable manner. 

Two-Part Counterpoint. 
Second order — two notes against one, 

Rule IX. 

In this order of counterpoint two minims should 
be placed over every semibreve of the subject, 
except in the last bar, where a semibreve should 
always be put against a semibreve. 

The first part of the bar which is occupied by a 
minim is called the accented part of the bar ; and 
the second part occupied by another minim, is called 
the unaccented part of the bar. 

Accented. Unaccented. 



Ex. 31. 



Rule X. 

In the accented part of the bar should be a con- 
cord ; although there are cases where this may allow 
of variation, — that is to say, the employing a discord 
in the accented part of the bar ; but this can only be 
in cases where it is needful to guard against too 
disjunct melody, or to avoid other objectionable 
points. 

THe unaccented part of the bar may consist of a 
concord, or, better, of a discord, provided this latter 
be introduced between two concords, and that the 
movement of the melody be conjunct. In such 
a case, the discord is called a passing one. 




(I) 



Note against note. 
Ex. 32. 



Two notes against one. 






Cone. Disc. 
5 4 



Cone. 
3 
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(VI) 



Cone. Disc. Cone. Disc. Cone. 
6 3 4 3 4 6 



EULB XL 



In this species the accented part of the bar is not 
subject to Rule IV. ; provided the infraction of that 
rale be corrected in the unaccented part, — by which 
is meant: Firstly, that the unaccented part shall 
strike another concord; Secondly, that from the 
accented part of the bar to the unaccented the pro- 
cedure shall be by an interval of more than a third ; 
Thirdly, that the movement from the accented to 
the unaccented part shall be contrary. 

Demonstrations. — It is now to be seen, whether, in ful- 
filling the prescribed conditions, several consecutive fifths 
may be saved. 

Fault according to Rule IV : — 

Ex. 83. 




By observing the conditions of Rule XI., the melody 
can only be arranged thus : — 

Ex. 34. 




For it is prohibited to write thus : — 
Ex. 35. . 



5 3 6 8 



It follows, from these two methods, that the fi'ths are not 
saved ; firstly, because, in Example 34, the unison which 
occurs in the unaccented part of the bar,, on account of its 
nullity, can neither mitigate nor destroy the effect of the 
fifth which precedes it, nor of that which follows it ; secondly, 
because, in Ezamp'e 35, the interval of a third is too insig. 
Bificant to work the desired effect. 

There is a method by which several consecutive fifths 
may be saved ; thus : — 
Ex. 86. 



5 3 5 3 



^ 



But this method is harsh and dangerous, inasmuch as 
between the first unaccented part and the second accented 
part, there occurs a melodic progression prohibited by 
Rule VI. This expedient, therefore, is available to save two 
consecutive fifths only, and not more; and even then it 
must be in cases where the melody and the harmony violate 
no rule. 

Let us now see whether, given the prescribed conditions, 
several consecutive octaves can be saved. 

Fault according to Rule IV : — 

Ex. 87. 




Accorduig to Rule XI., these means may not be 
employed : — 

Ex. 38. 




All the conditions are fulfilled by the method foUowirg, 
and the octaves are saved, at least according to the role : — 

Ex. 89. 




But even this method is not exempt from reproach, 
since, in order to save several octaves, two fifths are in- 
troduced in the two unaccented parts which succeed each 
other ; and although whatever occurs in the unaccented 
part of a bar is not regarded with extreme rigour, yet the 
two fifths are not the less perceptible to the ear. 

The following examples are better, because they ofier 
no such objectionable point, and because they do not 
redeem one fault by another : — 

Ex. 40. 
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8 3 



8 5 



Nevertheless, it is to be observed that this method of 
saving either two fifths or two octaves was regai-ded by the 
ancient precisians as reprehensible in two-part counterpoint. 
I am of the same opinion ; and I think that when two 
accented parts succeed each other in fifth or in octave the 
impression is not destroyed, whatever may be the inter- 
vening note placed on the unaccented part produced by the 
two fifths or two octaves,unles8 indeed the movement bf> very 
slow, in which case, each portion being taken for an entire 
bar, the unaccented parts may be accepted as so many 
accented ones. This reasoning, however, is Bpecioug, and 
should not establish a law. 
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It follows that the present rule must be applied only to 
composition in more than two parts ; or at any rate employed 
in this order very rarely, and as a means of eluding some 
perplexing point.* 

These remarks and examples upon the subject of consecu- 
tive fifths and octaves have been set down, not so much for 
the sake of proving by example that they may be saved in a 
stated manner, as to riiow the little force of this rule, which 
I look upon as having been added to the severe rules of the 
ancient classical authors. Notwithstanding ite want of force, 
however, it may uccasionaliy be of some use. 

Rule XII. 
In counterpoint of the present species, it is per- 
mitted to have a single chord in each bar, or to 
introduce two. When a single chord is intro- 
duced, each minim must mark a ditferent concord,, 
but both must belong to the same chord. 




When two chords are used, the accented part of 
the bar will be occupied by a concord belonging 
to one chord, and the unaccented part will, in its 
turn, consist of another concord belonging to a 
different chord : — 



Ex. 42. 




Rule XIII. 

With two notes against one, it is easy to avoid 
entirely the &lse relation of the tritone. This 
facility arises from the power of dividing the bar 
into two different chords. 



Ko *"•*'• 
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False relation. 
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The chord of the S placed between the common 
chords of E and F suffices to destroy the effect of 
the false relation. The following example offers 
a similar method for its avoidance : — 



EX.4S. 




Method 

of 

avoiding 

it:— 






8 6 6 5 



EULB XIV. 

In this species of counterpoint, whether the sub- 
ject occur in the upper part or the lower, a minim 
rest instead of a note may be placed in the accented 
part of the first bar, provided the unaccented part 
consist of a perfect concord : — 




This is more elegant than when the two parts 
begin at the same time. 

ElTLE XV. 

In the first species the disjunct movement of a 
minor sixth is permitted ; in the second species it 
should be employed only when the parts, by the 
nature and pitch of the theme, approach each other 
so nearly that there would be a difficulty in pre- 
serving their mutual distance otherwise than by 
this movement. It is likewise permitted in similar 
cases, as in the first order, to cross the parts — that is 
to say, to let one part pass above or below the other. 

All the other movements permitted in the first 
species are retained in the second. 

Observatum. — The leap of a minor sixth is here in a 
measure prohihited, because this intei-val being more difficult 
of intonation than all the other permitted intervals, par- 
ticularly in ascending, it becomes still more so in species 
where notes of the smallest value occur, as these leave less 
time for preparing the intonation than notes of greater value. 

EULE XVI. 

When the subject lies in the lower part, and termi- 
nates by descending from the second of the key to the 
tonic (D C inlbhe key of 0), the counterpoint at the 
last bar but one should be (if possible) a fifth in 
the accented' part^ and a major sixth in the unac- 
cented part of the bar : — 



Subject, 



When the subject lies m the upper part, the 
counterpoint should be (if possible) a fifth in the 
accented^ and a third in the unaccented part of the 
bar : — 




Ex. 47. 




Subject. 



This rule forms a sequel to what was said 
respecting the two last bars of a subject in the 
observations which conclude the portion that treats 
of counterpoint of the first species (Vide p, 12.) 

ObiervatwM, — All the other rules of the first species which 
may be necessary to the present, are retained here in all their 
rigour. It is, therefore, useless to recite them, as the pupil 
can refer to and consult them, or see by the experience he 
has already gained, the cases in which these rules serve to 
guide him. 

Here follows the example of a lesson in the second order, 
I that the pupil may perceive, at one view, how he is to 
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Ex, 48. 




It will be noticed in the above example, at the passage 
where there is a *, that, instead of placing the discord in 
the unaccented part of the bar, according to Rule X., it 
is placed in the accented portion. Ajs I have asserted that 
this method may be employed,* I have expressly introduced 
it here for the sake of giving an example. I might have 
contrived difterently; but, by putting the discord in the 
accented part of the bar, I obtam a more free and elegant 
melody ; and this is one of the objects which may justify an 
infringement of the rule. In the course of studyinsr, the 

Eupil will meet with other cases in which this method may 
e employed. Upon going through these examples, it will 
be seen how the counterpoint should proceed to be in con- 
formity with all the rules, and to have the melody easy 
as well as in the style which suits with this kind of com- 
position. 

Two-part Counterpoint. 

I%ird species — Four crotchets against one 
semibreve. 

Rule XVII. 

In this species of counterpoint, each of the two 
parts of the bar, — the accented as well as the un- 
accented, — ^is divided by two crotchets. 

To be in conformity with the style of the ancient 
composers, it is necessary^ as regards these crotchets, 
as much as possible to employ conjunct movement 
in preference to disjunct movement. 

Rule XVIII. 
The first crotchet in the accented part of the bar 
should always be a concord ; the second, the third, 
and the fourth may be alternately consonant and 
dissonant, provided each discord come between two 
concords, and that the melody progress by con- 
junct movement, as well ascending as descending. 

Ex. 49. 






3 9 



8 9 3 4 



3 9 8 7 



6 7 8 9 



m 



When the counterpoint is made to proceed by 
disjunct movement, the sounds which progress by 
this movement must be all consonant : — 



3634 6 6786 3 3563 6 




5 + 34 6 



8658 5 8768 
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Upon examining this example, it will be found 
to contain the unison twice. This seems at first 
si'^ht a fiEiult, but, in the present order, the unison 
is tolerated on account of the slight value of the 
notes, — except, however, at the commencement of 
the bar. 

SuppUmmtary digresnon, — ^Wben the second crotchet of 
the firat part of the bar, and even of either part, was dis- 
sonant, the ancient contrapuntists occasionally passed to the 
concord by a movement of a third, ascending or descending. 



Ex. 51. 




The multiplied examples of this exception to the rule 
met with in classical authors, and the reiterated use made 
of it by them, give warrant for thinking that this license 
may be converted into a precept. But what end would 
the present rule serve were a method admitted that de- 
stroys its effect? Better &r that such a license should 
neither be admitted nor tolerated in strict counterpoint. 
These different passages from the old composers are sub- 
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milted for the inspection of pupils in order that they 
may know what to understand when, in examining the 
works of the Glassies, they come to passages where this 
license has been practised. No tradition gives us the reason 
why the Clasbicsr thus &ultily devl&ted from the rule. I 
cannot understand why, instead of doing thus : — 



Ex. 52. 



EX.5S. 



^^^^^ 




F they did not 
t prefer foUow- 
8 7 5 6 6 mg the rule 

thus :^ 



or why they wrote as follows : — 

Ex. 54. 

when they 

might have 

8 4 3 4 8 donethus: 



In the latter example are two diocords which succeed each 
other and violate the rule; but it is permitted in certain 
cases to use them thus, provided the discords succeed each 
other by conjunct movement : occasionally, passages will be 
met with where it is necessary to introduce two discords in 
succession. To return to what has been said above, I see no 
reason which excuses the classics for having employed dis- 
cords by diqanct movement, if it be not that, for the sake of 
greater variety, and in consideiation of the small value of 
crotchets, they caused the discord to leap by the interval of 
a third, which is the smallest next to a second, and conse- 
quently very easy of intonation. 

Rule XIX, 

Neither a single crotxshet, nor two, nor some- 
times even three, in two-part counterpoint avail to 
save two consecutive fifths or octaves, although in 
certain cases, contrary movement is eiriployed, or 
a leap greater than a third. 



Ex. 60. 



Example of a crotchet. 




Fault. Fault 

Example of two crotchets. 




Fault. Fault. 

Rule XX. 

If, in the preceding kinds of two-part counter- 
point, leaps of a major sixth, or minor sixth, and 
those of a tritone and of a false fifth have been 
prohibited, they are still more strictly forbidden in 
the present order, on account of the slight value 



of the notes, and the short time which the voice 
has to prepare for assuring the intonation of harsh 
intervals. 

The interval of the tritone must also be avoided 
as hard of intonation, and as disagreeable to the 
ear ; even when reached by filling in .with conjunct 
sounds, ascending or descending. 

Ex. 57. 

Tritone? 




The harshness of these passages arises from the 
circumstance that the B and the F always occur at 
the extremes of pitch in the melody ; and, as the 
extreme sounds make a more immediate appeal to 
the ear than the intervening sounds, it follows 
that the eair, in the cases above shown, is sensible 
of the harshness of the tritone, which effect the 
other sounds can neither totally efiface nor even 
effectually dissipate. 

There are cases where the tritone, ascending or 
descending by gradual notes, may be introduced, 
without the objection shown in the above example. 
It is when the two sounds which form the interval 
of the tritone do not occur at the extremities of 
the melody, and are contained in a series of con- 
junct sounds. 

Ex. 58. 




It will be seen by these two examples that the 
tritone is hidden between the extreme sounds with 
very softened effect ; and that by this means the 
disagreeable impression it produces is fer less per- 
ceptible if not altogether destroyed. 

Rule XXI. 
In this order of counterpoint, just as in the pre- 
ceding order, a rest at the first bar of the part 
which forms the counterpoint may be used. The 
rest will be of no longer duration than a crotchet, 
and the note which follows it must be a concord. 
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Rule XXII. 
In the bar before the last the first crotchet of the 
counterpoint should be a third, if possible. If the 
counterpoint lie in the upper part it will ascend by. 
degrees to the octave or unison of the last bar, and if 
the counterpoint lie in the lower part it will descend 
by an interval of a third, again to ascend by degrees 
to the o^ve or unison of the last bar. 

Ex. 60. 



^TTJ-'i-i -^ri 



m 



Unison 



m 



^33 jlf\Tf=P= ^^^ 



This rule is not stringent, and another method 
may be pursued when the subject is so constructed 
as not of necessity to demand this procedure. 

In concluding this present species I give a model 
of four crotchets agaiast a semibreve. 



Ex.61 




■^ Subject, 



■j jjJrir f ^ Ji#JJ:Jt^a ^^fe^ 



(oAi *^~ 



—-—\===h^ i " H 



^^^^^^m. 



Subject. 
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TWO-PAET COTJNTEEPOINT. 

Fourth species— On syncopation. 

Rule XXIII. 
This species of counterpoint allows of two minims 
only against a semibreve. By syncopation is meant 
a semibreve of which the first half occurs in the 
unaccented part of a bar and the other half in the 
accented part of the following bar. 



Ex. 62, 



Rdlb XXIV. 

Syncopation should always have a concord at the 
unaccented part of the bar, but the accented may be 
either a concord or a discord at pleasure. If the 
accented portion be a concord the composer is at 
liberty to make the melody progress by degree or by 
interval. 




If the accented portion be a discord the melody 
must descend by degree upon a concord and not 
otherwise. This is called resolving a discord, — as 
the pupil must be aware, if he have studied harmony. 

Ex. 64. 




Rule XXV. 
Discords on the accented part must be prepared 
by a concord and resolved by another concord. 



Ex. 65. 





In a succession of syncopations dissonant on the 
accented part of the bar the concord of resolution 
naturally becomes the concord ofpreparationtothe 
discord that follows it 



Ex. 66. 



Frepuration Diie. Reiolotion Diu. lUMlation. 
PrepMration. Preparatioa. 



These discords are only suspensions of the con- 
cords, since, by leaving out the discord in each bar 
of the preceding example, the progression becomes 
no other than a succession of concords. 



Ex. 67. 




From this it will at once be perceived upon what 
concord a discord should be resolved ; consequently 
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it is prohibited to make a succession of seconds 
resolved upon the unison, or a succession of ninths 
resolved upon the octave. 

Ex. 68. 




By leaving out the discord in each bar of this 
example there will be a succession of unisons, as 
regards the seconds, and a succession of octaves, as 
regards the ninths. 



Ex. 69, 




The same prohibition exists if the counterpoint 
lies in the lower part, when it might be believed 
that such successions could be employed. As a 
consequence of this precept successions of discords 
such as occur in the following example, must not be 
introduced : — 



Ex. 70, 




By leaving out the syncopation a prohibited suc- 
cession of concords appears : — 



Ex. 71 




Without using discords the danger of making suc- 
cessive octaves, as weU as fifths, may be incurred : — 



Ex. 72. 



r^^^=f-^r-^u^ 


,^^^^^^, 


^ S~^B 8 3 8^6 8 


s'^e 6^^ 
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By leaving out the syncopations the false progres- 
sion of the preceding example is made apparent : — 

Ex. 73 



8888 65555555 



It will be seen that to ascertain whether all the 
prescribed laws of this species are fulfilled without 
committing a single fault there is nothing needful 
but to leave out the syncopation in each bar, which 
affords complete proof. 

Bulb XXVI. 
In two-part counterpoint of the present species 
it is necessary as much as possible to abstain from 
employing the discords of the fourth and the ninth. 
That of the seventh is preferable to these, when the 
counterpoint lies in the upper part ; and that of the 
second, when the counterpoint lies in the lower part. 

Etilb XXVII. 

The law of syncopation should be observed in 
each bar. If, however, this constraint render the 
melody difficult to sustain at a medium pitch, the 
syncopation carrying it too much above, or too 
much below ; or if it lead to phrases too nearly 
allied, or involve the introduction of passages too 
perplexing, then syncopation must be deferred for 
one bar, or two at most. This expedient should 
be employed only after all possible methods of 
syncopation have been tried in vain. 

EULB XXVIII. 
Li this species, at the last bar but one, the 
syncopation of the seventh should invariably be 
introduced when the counterpoint lies in the upper 
part, and the syncopation ol the second when the 
counterpoint lies in the lower part. 

. Ex. 74. 




^^ 






etjlb xxrx. 

As in counterpoint of two minims against a 
semibreve, so in the species now under discussion, 
a half rest at the first bar may be employed before 
commencing the counterpoint. 

Example of a lesson in the present species. 
Ex.75. ^«. >.-.. y^^ 
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TWO-PAET ComrTEEPOIITT. 

Fifth spedes— florid counterpoint. 

This specieB is composed of the four preceding 
orders employed alternately in the part which forms 
the counterpoint, and in addition to the characters 
of notation abeady recognised, quavers and dotted 
minims. are included. 

Rule XXX. 

Quavers should succeed each other by conjunct 
movement, rarely by disjunct movement. In order 
to follow the style of the ancient composers no more 
than two quavers should be placed in each bar. 
These quavers must never occur in the first half of 
a sub-division, but in the second. 

Ez«76. 



If four quavers be employed in a bar they should 
occur in the two latter halves of each sub-division, 
and not follow ejch other consecutively. 



Ex.77. 



P and not = 



In general it is well to use this character sparing- 
ly^ not to multiply quavers too much; else, the 
counterpoint becomes too jumping and uncongenial 
with the style appropriate to this kind of composition. 
Otherwise, quavers are subject to the same laws that 
govern crotchets as regard passing discords. It will 
be seen hereafter how they are to be employed with 
respect to prepared discords. 

Rule XXXI. 

Care bhould be taken to give as much elegance as 
possible to the melody without, however, perverting, 
as has been already said, the severe character of the 
style which distinguishes strict counterpoint. It 
will not be out of place to repeat here that contrary 
and oblique movement — and consequently synco- 
pation — are the best means to employ for ensuring 
elegance in florid counterpoint. It is likewise essen- 
tial to bear in mind that, when employing all the 



admitted characters of notation, they should be 
introduced with tact, in order to avoid a too frequent 
recurrence of the same forms. 

Rule XXXII. 

The dot serves as a diminution to the semibreve, 
inasmuch as it converts it first into a dotted minim 
and then into a crotchet or two quavers. 

First diminution Second diminution 
or variation. ^ or variation. 




E ^T^f^ ^ 



Diminutions or variations of this kind may also 
occur in syncopations and, by their means, the dura- 
tion of the discords is lessened. These diminutions 
give much grace to the melody. 



Srd Var. 




4th Var. 



^ z ^^^g l 



7 6 



Simple foxm. Ist Var. 2nd Var. 



76 7 6 76 



y^ Srd Var. 4th Var. 5th Var. 6th Var. 



lYar. 



76 76 76 76 



RULE xxxni. 

The counterpoint in this species is subject, — ^with 
respect to the last bar but one, — ^to the same rule as 
that of the specie^ preceding. Rule XiVlII should 
therefore be consulted, where mention is also made 
of the first bar, which should be similarly treated 
in florid counterpoint. 

Example of a leeson in the present species. 
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Subject. 






t=^t^^ 



EJ^^ 





Thses-pabt CouFTEBPonrr. 
J^><^ species — note against note, 

Tbree-part counterpoint is not so strict as two- 
part counterpoint. It may even be said that rigorous 
strictness belongs, in fact^ on\j to the latter. The 
severity of the rules relaxes in proportion as the 
difficulties multiply, and these difficulties increase 
in exact ratio with the number of parts that are 
made to progress together. Nevertheless, this is no 
reason for entire emancipation irom the severity 
which marks the kind of composition in question ; 
for there is a wide difference between the facilities 
granted to this kind of composition and those .which 
have been assumed in modem music. 
Bulb XXXIV. 

In this species of counterpoint the harmony 
should be complete in each bar as often as may be 
without rendering the melody too disjointed and 
consequently too difficult. It will therefore some- 
times be necessary, instead of always employinff 
complete chords, to suppress a note of a chord and 
double one of those that remain, in order to obtain 
a more flowing melody in the parts and, at the 
same time, more variety of effect, — a variety which 
is produced by the mixture of complete and incom- 
plete chorda. 



Ex. 81. 




Each chord in this example is complete, but, 
although the parts sing tolerably well, they sing still 
better in the following example, where the chords 
are not complete throughout : — 




Example 82, less complete than Example 81, is 
for that very reason, more easy as well as more 
elegant. 

Rtoe XXXV. 

The first bar should, generally speaking, consist 
of the common chord ; it may, however, happen, — 
on account of the diapason or compass of the voices, 
or else on account of tha bar which follows, — that, 
instead of employing the common chord tbus, |, 
it becomes necessary to use it thus, i, and even to 
curtail it of some one of its members. In such 
a case the following forms of usage may be adopted: 

or I or I or I or I ; this last, by offering 
iroughout tne same sound, produces the^ same 
effect as the unison. It is permitted to commence 
in this manner. 

As to employing the common chord in the last 
bal^, these are the forms to be adopted : i or § or f 
or § or 2, as much as may be possible; but it is 
frequently difficult, and sometimes even impossible, 
to employ either of these forms when the subject 
lies in the lower part. In such a case the third and 
the octave must be used to conclude with. The 
ancient composers usually finished with the major 
third, whatever might be the nature of the principal 
key, and gave as a reason that, the minor third 
being more imperfect than the major third the latter 
was preferable in conclusion. 

Rule XXXVI. 
The parts should be kept at a suitable distance 
from one another, but the nearer they approach the 
better will be the effect they prpduce. There are 
cases where this rule admits of exceptions, but the . 
endeavour should be to use them^ rarely, and so to 
manage as, where possible, to avoid their necessity. 
In order to facilitate the means of observing this 
rule it is permitted, in a difficult position, to make 
one of ^e upper parts pass below an under part. 

Rule XXXVII. 

It is prohibited in three-part counterpoint, as in 
two-part counterpoint, to make hidden fifths or 
octaves either between the two extreme parts, or 
between the intermediate part and one of the two 
other parts. 

It is allowable, but very rarely, to deviate from 
this rule (as regards the intermediate part alone) 
in a case where its strict observance would impede 
the progress of the two other parts, or give rise to 
some still greater objection in the following bar. 

There is no exception as regards the extreme 
parts with each other. 

Observation,— li is nseless to mention here the mle whi6h 
prohibits two fifths and two octaves in succession, siuce this 
rule applies to all kinds of composition. 

* In like manner the prohibition against the introduction of 
two hidden fifths or octaves between the extreme parts holds 
good in all kinds of strict composition. 
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EuLB XXXVIIL 

In incomplete chords, the third or the sixth must 
not be heard in two parts at a time. It is prohibited 
to double the one or the other, on account of its im- 
perfection and because it impoverishes the harmony. 
The doubled fifth or doubled octave is tolerated in 
incomplete chords, on account of its perfection. 
This rule, however, is subject to many exceptions, 
and there are several cases in which, for the sake of 
good harmony and in order to effect a judicious pro- 
cedure of the parts, in short, to avoid important 
faults^ the doubling of imperfect concords is allowed 
when all means of managing otherwise have been 
tried in vain. 



Ekample of this rule strictly followed. 



3 8 8 5 



5 8 3 5 



Etjib XXXIX. 

The upper parts should never form fourths with 
the lower part; consequently, the chord of the 
fourth and sixth must never be employed. A fourth 
between the intermediate part and the upper part is 
tolerated, as, for example, in the chord a, or in the 
incomplete common chord, according to the formula, 
I allowed in the first bar and last bars. 

BuxE XL. 

The chord sSould always be complete in the last 
bar but one. 

In conclusion, an example of a lesson in three 
parts, of this species, is presented to the view of the 
student : — 



Ex. 84, 




Sul^ect* 




ThEEE-PAET CoUITTEEPOIlirP. 

Second species — two minims offainst a semibreve, 
EULB XLI. 

This species of counterpoint is subject to the same 
laws as the second order of two-part counterpoint ; 
with the difference that, under favour of the two 
minims sustained by the complete common chord, 
two fifths placed each in the accented part of the 
bar may be saved, as shown by the following 
example : — 

Ex. 85. 





The melody of the middle part, which would be 
prohibited in two parts, is here tolerated on account 
of the higher part, the harmony of which conceals 
the defect of that in the middle part. This license 
is not admitted in the extreme parts, and, although 
tolerated in the middle part, it should not be abused, 
but be taken advantage of in the most diflScult situa- 
tions alone. 
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Rule XLII. 
The two minims against one semibreve shonld be 
placed in each bar in a single part only at a,time; 
the two other parts shonld contain only semibreves. 

^ Ex. 86. ^^ Subject. 




Rule XLIII. 

Doubling the third at the accented part of the bar 
should be avoided. This prohibition does not hold 
good in the unaccented part, where the third may 
be doubled. 



Ex. 87. 




There are cases in which the doubling of the third 
upon the accented part of the bar is unavoidable ; 
but tliey are— or should be — extremely rare. 

Rule XLIV. 
A unison upon the accented part of the bar is 
only permitted when it is actually impossible to 
contrive otherwise. It is allowed at the first and 
the last bar. It is tolerated upon the unaccented 
portion. 

Ex. 88. 




Rule XLV. 

The part which introduces the two minims should 
commence on the unaccented part of the bar ; the 
accented portion being occupied by a half-rest. It 
is more elegant to open thus :-^ 

y Ex. 89. 




Rule XLVI. 
Both in the present species and in those which 
follow it is allowed — as was remarked with regard 
to the preceding kind — to cross the parts on occa- 
sions of emergency ; that is, to cause the upper part 
to pass below the lower. At the same time, the 
power to do this is only granted for the space of one 
or two bars at {he utmost. 

Rule XLVII. 
It has been prohibited, in the second order of 
two-part counterpoint, to strike the same sound 
twice in the part introducing the two minims. This 
prohibition holds good in the present species; 
although this rule is subject to exception, and the 
exception is even authorised by the example of classi- 
cal authors. The exception affects the last bar but one 
— and no other; it is intended to obviate the objection- 
able points which might arise out of the nature of the 
given subject— as in the following example : — 



Subject. 




Counterpoint constructed in the manner shown in 
these two examples offers on the one hand, * the 
unison upon the accented part of the bar with the 
upper part, and on the other, ** the unison with the 
lower part. Here are two other examples which get 
rid of these objectionable points, at the same time 
fulfilling all the prescribed rules : — 



Subject. 




In this way, by taking advantage of the exception 
just cited, the objectionable points which occur in 
Example 90 are avoided, and, since there exists 
no express law to prohibit syncopation in this 
species, it may be intrcwiiuced without reprehension, 
j)rovided it be employed nowhere else than in the 
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last bar but one. At the same time, if this discord 
can be avoided, it should not be used. The follow- 
ing examples serve to show that there are many 
positions in which it is very easy to avoid syncopa- 
tion in the last bar but one. 



Ex. 92. 




Subject. 



Subject. 



^^^m ^m^3^^^^^^ 



Otber methods, not indicated here, are left to the 
pupil's own discovery. 

Mode] of A lesson in the present species. 
Ex. 98. 




Subject. 



i^ 



^^ 



^i^^S^ 




Subject. 




Thbee-fabt Cotjnteepoint. 
Thh'd species— four crotchets against a semih^eve. 
All that has been enjoined in the third species of 
two-part counterpoint with respect to four crotchets 
should here be recalled. In the present species 
they are affected by the same precepts. 

EuLE XLVIII. 
It should be endeavoured, as much as possible, to 
cause the complete common chord to be heard at the 
beginning of the accented part of the bar. If no 
means can be found for this, it is indispensable to 
let it be heard at the commencement of the unac- 
cented portion. 



Ex. 94. 




Although this rule is, in some sort, of absolute^ 
necessity, yet there are cases where it may admit of 
exceptions ; since it occasionally happens that the 
complete chord can neither be introduced at the 
commencement of the accented nor the unaccented 
part of the bar— when, moreover, the unaccented 
portion may begin with a passing discord. How- 
ever this may. be, pains must be taken to observe 
the rule, if possible, in all its rigour. 



Ex. 95, 
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EULB XLIX 
In tbe preceding species one single part intro- 
duced the two minims, while the two other parts 
had only semibreves. In the present species the 
same rule must be observed with regard to the 
lour crotchets, 

BULE L, 

Syncopation, which was allowed at the last bar 
but one in the preceding species, is inadmissible 
in the present, because it cannot take plac«, on 
account of the four crotchetsi. Here are several 
examples of divers ways of concluding :— 

Ex. 96. Sabject. 




1gTr-P"fTTr^-nTrrn^^ 





Subject. 



j p^=°= F"'^~l ^ =^"—^ 



^^^f^ ^^ ^^i^ ^^^^ ^ l 




When the pupil has gone through these exercises/ 
placing the crotchets in each part in turn, he may 
intermix the preceding species — viz., the two 
minims, with the present, after the manner indi- 
cated in the following examples. In this case, 
the part occupied by the minims commences after 
that taken up by the crotchets. (See the subjoined 
examples) : — 



^Ex. »7. 
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In this mixture of the two species, it is well- 
nigh impossible but that one of the two parts be 
almost continually disjunct. Dispense, therefore, 
with the rigour of the rule, which enjoins the em- 
ployment of conjunct movement in preference to 
disjunct. 

Thbee-pabt Cotjnteepoint. 
Fourth species — on syncopation. 
In the species about to be discussed, what has 
been said with reference to the analogous one in 
two-part counterpoint must be borne in mind, 
since the same laws serve here as a guide. It re- 
mains but to indicate the manner in which a third 
part should be introduced during syncopation. 

Rule LI. 

It has been already said, — and it is necessaiy to 
repeat here — that in the system of strict counter- 
point among the ancients the syncopation, or discord, 
is but a suspension of the concord. On this prin- 
ciple, it follows, that the syncopation does not 
affect the nature of the chord in which it is placed, 
but that it merely suspends a consonant member of 
that chord. Consequently, the discord must descend 
gradually on the concord it has suspended, after 
having been prepared by another concord, forming 
part of the preceding chord. The other parts, 
therefore, should be, at the moment of the syncopa- 
tion, in concord with the resolution of the discord. 



Ex. 98. 



Example without syncopation. 




Example with syneopatioii. 




It is seen, by this latter example, that the two 
other parts are the same whether the syncopation 
be employed or not, and that while being struck 
with the discord they naturally form a concord with 
its resolution. 

Observation. — What has heen said in the preceding rule 
with reference to the syncopation placed in one of the two 
upper parts equally affects the syncopation placed in the 
lower ^urt. Nevertheless, if certain precautions be not taken, 
such faults may arise as are ahout to be placed before the 
pupil, from the commission of which he must escape with 
skill and discernment. 

Suppose, for instance, a succession of syncopations such 
asthu:^ 



Ex. 99. 



Flnt fonik 




Leaving out the syncopations, this second form is the result. 




According to the theory that discords are but suspensions 
of concords, the result offered by the second form u faulty 
in consequence of its presenting a Buccecsion of fifths, which 
is forbidden. Although this re>ult is defective, the first form 
is not so according to the authority of the Classics, who did 
not scruple to employ syncopations in this manner, affirming 
that the discord in this case saves the fifths which result. 
It is true that they never employed so prolonged a succession 
of discords of the kind ; but in any ease their opinion appears 
to me erroneous, notwithstanding that custom has sanctioned 
it ; for, on the principle that the discord is a more suspension 
of the concord, it should not aff«3ct the nature of a chord, it 
can only suspend the effect : but 8<nce the Classics have pro- 
nounced judgment, we must of course submit. Not being 
able, therefore, to denounce a sanctioned error, the least that 
can be done is to endeavour to use it rarely, in difficult 
dilemmas, and only to take advantage of thin disposal of a 
^ncopation during two bars at most. The following example 
is in the same diiss with the preceding one ; subject to the 
same objections, and to the same needfuJ precautions. 

Ex. 100. 



The same claasical authorities who have given their 
approval to the forms of syncopation above cited, condemn 
a succesfcio^ of discords in the progression stated below. 



Ex. 101. 




The more perfect concords are (say the Classics) the 
less hftrmonious are they, and discords prepared by con- 
cords, such as the octave or the unison, cannot save the 
objectionable point which is the result. This objectionable 
pomt is striking ; since, by leaving out the syncopations of 
example 101, there will be a succession of octaves between 
the extreme parts. 

Ex. 102. 



The effect of all this is that discords, according to 
the Classics, and notwithstanding the severity of this kind 
of composition, may save consecutive fifths, but tbej 
never can save consecutiye octaves. 
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RXTLB LII, 

In this species jdl the discords may be employed — 
viz., the discord of the second; of the Jourth; of 
the seventh ; and of the niyith. 

The discord of the second should be accompanied 
by the perfect fourth, and can occur only in the 
lowest part. 



Ex. lOS. 




There are cases where the discord of the second 
may be accompanied by t\\Qjifth^ and this is more 
in conformity with the true principles of strict 
counterpoint, which prohibit, in some measure, the 
employment of the impe^'fect fifth — ^an interval 
not avoided in Example 103. 



Example of the 2nd accompanied 
by the 4th. 
Ex. 104. 



E9:ample of the 2nd accompanied 
by the 5th. 




The discord of the fourth should be accompanied 
by the fifth. This discord may occur in the 
middle part, or in the highest part. 



Ex. 105. 




The discord of the seventh should be accompanied 
by the thirds and resolved upon the ^th. It can 
only occur in one of the two upper parts. 

. Ex. 106. 



i^g ^ f^g^ ^p^^^-^ ^^^ 



The discord of the ninth should be accompanied 
by the thirds and resolved upon the octave. It may 
be placed in the middle part, or in the higher part. 



Ex. 107. 




Rule LIII. 

When by the nature of the given subject, by the 
progression of the harmony, or by the disposal and 
manner of singing the parts, it is impossible to 
syncopate, either ivith the discord, or without the 
discord, without reprehensible consequencies, syn- 
copation may be dispensed with alk>gethef , or a 
half-rest in the middle of the piece, and even an 
entire rest at the commencement, may be adopted. 

Ex. 108. 




RULB LIV. 

It is recognised that discords must be prepared 
and resolved by concords. There are circum- 
stances, however, where a discord can be prepared 
and resolved by another discord. 



Ex. 109. 




T^ ^ ±z^ - ±r—- — 



These combinations can only take place when 
the lower part sustains the same sound during 
several bars in succession. Provided the first dis- 
cord * be prepared by a concord, and the last dis- 
cord * * be resolved by another concord, all that 
occurs between those extremes may be either con- 
cord or discord alternately, without following the 
prescribe'd rules, upon condition, however, that the 
unsyncopated part determines the harmony. This 
sustained sound in the lower part is called a pedal. 

Ex. 110. Another example. 

Subject. 




By this method, were it impossible to syncopate 
otherwise, the pedal might be employed during two 
or three bars, even in the middle of the given sub- 
ject, if the theme admit of it. 



Ex. 111. 
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Rule LV. 

The last bar but one should have, if the subject 
admit of it, the discord of the seventh when the 
subject lies in the lower part ; the discord of the 
fourth when the subject lies in the middle part, or 
in the higher part, and the discord of the second 
when the syncopations are placed in the lower part. 



» Here is a lesson which may serve as a model to the pupil when he essays the present species 
Ex. lis. ,. — ^ y^-^ ^ — ^ ^ 





After the pupil has gone through this exercise he may combine the second and third species with the present 
by placing the subject in each part in turn, and adopting either of the other two orders for the two other 
parts. 



4th order. 
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TflRBE-PART Counterpoint. 

Fifth species— Jlorid counterpoint. 

It is superfluous to add fresh rules to the present 
species, since it is composed of all the others ; there- 
fore, what has been hitherto said must serve as the 
basis for treating florid counterpoint. I will merely 
give a model of this species, with the remark that 
after having gone through the exercise according to 
the manner shown in the following example, the 
pupil may combine the second species with the fifth 
ind then introduce florid counterpoint into the parts 
ivhich do not form the given subject. 

Florid counterpoint in one part. 
Ex. 115. 




Example of the 2nd species of combined florid counterpoint: 
2nd order. 




Four -PART Counterpoint. 

First species — note against note. 

While the rules of three-part counterpoint are not 
so severe as those of two-part counterpoint, there is 
ample reason why those of the counterpoint now in 
question should be still less rigid. Eelative to this 
there will be found, even among the most classical 
composers (particularly in Palestrina), instances 
such as might seem, at first sight, actual faults, or, at 
least, too great licenses; but the various difficult posi- 
tions in which these passages occur, and the frequent 
use the masters have made of them, prove that they 
are adopted only under favour of an abatement of 
severity in the rules ; which abatement, as has been 
observed, accrues in proportion to the increased 
number of parts. Thus examples which at first sight 
appear faulty, eventually become authoritative. 



Rule LVL 

The chords of 3 and of a being composed of three 
members only, it is necessary to double one of these 
members in four-part counterpoint ; thus in the chord 
3 all its members may be doubled in turn, accord- 
ing to the position of the parts, but the octave and 
the third should be doubled more frequently than 
the unison or the fifth. If one or other of these 
chords be employed when incomplete — which is 
permitted and often necessary — it is then requisite 
to double two of them, or triple one of them, an 
expedient to which recourse should be had only in 
perplexing situations. 

ObtervaHon — ^The employment of the unison in the present 
species shoiild be avoided as much as possible, especially in 
the upper parts, where, however, it is sometimes tolerated. 
It is permitted in the two under parts, proTided this per- 
mission be not abused, and that it be employed only after 
having exhausted every means of avoiding it. It is open to 
no reproach, with regard to all the parts, m the first or last 
bar. 

In the same way, all the members of the chord S 
may be doubled, but preference should be given to 
doubling the third rather than the others. Ex- 
perience, and the application of this rule, will instruct 
the pupil how to select with taste the member of 
each chord which it will be most advisable to double. 



Ohservation-'li would be difficult to assign a positive 
reason for the preference to be given to one memb^ of a 
chord rather than to another, in doubling it. It seems, 
however, that by doubling the third more frequently than 
the other concords a more harmonious combination is 
attained, and that a considerate choice in these doublings 
imparts more or less elegance and natural grace to the 
melody of each part, besides leading to the avoidance of 
defective procedure between one part and another. 
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Examples of different aspeeti of the eommon choid, luid of the chord of the sixth complete; or ineomplete by doubling one of their merabsn. 













8 



8 



8 



Octave 
5 and unison. 3 



the unison 
is permitted 
1 in this case. 




3 



8 



8 



ai 




3 8 3 




These two chords will have more or fewer difiFerent 
aspects according to the pitch of the note in the un- 
dermost part. It is for this reaaon, and becanse of the 
particular movement in each part, that there is a dif- 
ficulty in employing the complete chord in each bar. 



EuLB Lyn. 

It should be so contrived that the parts are 
neither too distant from one another nor too near 
—-especially as regards the under part ; above all, 
the employment of seyenil suocessiYe thirds between 



so 
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the tenor and the bass should be avoided as much 
as possible. Endeavour must be made to keep the 
parts at a medium and appropriate distance from 
each other. 

Observation. — When the parts are brought too nearly 
together towards the under part thev produce a dull and 
heavy effect ; when they are too much dispersed the effect 
is indefinite. 

Rule LVIII. 
With regard to allowing an upper part to pass 
below an under part, for the space of two or three 
bars at the utmost, what was done in two-part and 
three-part counterpoint may be done here. This 
method may effect the avoidance of many &ults 
and induce an easy melody in the parts. 

EULB LIX. 
Two octaves and two fifths, in succession, by 
direct movement, are invariably prohibited in all 
the parts. But two fifths are tolerated by contrary 
movement in the three upper parts between each 
other, and in the two middle parts with the bass. 
They are sometimes tolerated between the two ex- 
treme parts, but the permission must not be abused ; 
it is when other means have been in vain attempted 
that they may be employed. 

ElTLB LX. 
It is permitted to pass to a perfect concord by 
direct movement in the two middle parts between 
each other, said in these same parts relatively to 
the soprano and to the bass. This permission does 
not extend to the two extreme parts unless it be 
absolutely needful thus to avoid the commission of 
a greater fiiult. 



Rule LXI. 
The complete common chord should be employed 
at the first bar, but if this obligation prevent an 
easy flow of melody in all the parts when passing 
to the second bar, and even to the third, it would 
not be wrong to commence with the incomplete 
chord. This permission may even be extended to 
the employment of the same sound in all the parts, 
it being understood, however, that the movement 
of the parts, with respect to what follows, is thus 
better suited. 



Ei,117. 



Examples of this latter disposal. 




All that has just been said may serve to establish 
also the relation of the last bar with the one that 
precedes it, and with the one which comes before 
that; and the examples above-cited maybe so applied. 

Observation. — By the aid of the rules in this species, and 
with the assistance of the precepts set forth in two-part 
and three-part coimterpoint, the pupil may, after having 
gone through the exercises in tne first species, proceed 
to the second, and then to the third, without need of 
additional rules. By examining the following examples 
it will readily be perceived that all which has been hitherto 
said respecting the three first species is quite sufficient. 



Ex. 118. 



Example in four parts.— Note against note. 
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Subject transposed. 
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After having studied these three species, by placing the given subject in each of the parts in turn, 
the pupil may set himself the task of combining these three orders, after the method indicated in the 
following example :— 




% i^.^j'n^hf\rrfM!-rp^\JjjJ\SfsJ^rrr\^fHi^r \ uu\ir^2\} \ }j\^ 



Snbject. 



FOTJB-PAET CoTmTBBPonrT. 
Fourth species — an st/ncopation. 

Besides the established rules for syncopation In 
two-part and three-part counterpoint which should 
serve as a guide in the present order, there are 
other precepts and injunctions to be added to those 
which have been heretofore laid down with regard 
to syncopation. 

Etjle. LXIL 

In the first place, the chord should always be 
complete in a bar, either when the syncopation 
forms a discord or a concord ; in the latter case, if 
the chord be not complete on the accented part of 
the bar it must necessarily be so on the unaccented 
portion. 



Rule LXIII. 

All the discords may be employed; in what 
manner is here seen : — 



Ex. 119. 



Employment of the dUeord of the fourth. 




m- .. \==i^_ 
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Employment of the diicord of the Beventh. 




Observation, — It was said in rule LXII that the chord 
should be complete when the syncopation forms a discord ; 
and upon examining the preceding examples it will 
appear, at first, that the chords are not complete at the 
moment of the occurrence of the discord ; nevertheless, 
they are so, if it be remembered that discords are merely 
suspensions of concords. According to that, the discord 
need only be left out, and the resolution substituted, in 
order to make it clear that the chord is complete upon 
the accented part of each bar. 

Extrntion of the rule, — ^It has just been seen in what manner 
discoids should We introduced into four parts with but one 
chord in a bar; we will now show another manner of 
employing them, which necessarily pr<Miuces two chords in 
a bar, and sometimes alters the resolution of the dihcord by 
cauRin^i it to descend uuou another inturval than that upon 
which It is usually resolved. 



Employment of the fourth. 
Ex. IM. 2. ^,_ 



A. 



Employment of 
the leventh. 



si^^^S 




Eroplojrment of the second. 



Inversion. 
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These Ezamplea indnde two kinds of discords ; one being 
always suspensionfl, but the oonoord upon which the suspen- 
sion is resolved belongs to a chord which is not that upon 
which the suspension occurs, as in the examples marked 1 
and 2. The others are not suspensions, they are discords 
introdaced into the chord, and forming part of it, as in 
examples ABC. Thus are obtained the composite chords 
called chord of the dominant seventh, of the seventh, of the 
second, &c. By these different examples it is seen that the 
discord of the fourth may be resolved upon the fifth, or upon 
the sixth; that the seventh may be resolved upon the sixth, 
or upon the third and the fifth conjointly ; that the discord 
of the ninth is reitolved upon the octave or u{)on the third, 
or upon the sixth ; and that, lastly, the discord of the 
second may be accompanied by the fourth alone, either 
l)erfect or augmented, or by Uie fourth and sixth at the 
same time. 

It should be remembered what has been said in Rule LIV. 
respecting the manner of introducing discords upon a bus- 
tained sound in the under part, called a Pedal. We revert 
to it here as a reminder that they may be introduced 
nearly in the same way in four parts; the fourth part 
making no difference in what has been said. 



Ex. 191 





By leaving out the pedal in these two examples it will be 
seen that what takes place upon the pedal in the first 
example is, in fact, no other than a succession of discords of 
the seventh resolved upon the sixth ; and that what takes 
place in the other is a succession of seconds. 

Other examples are given below of different ways of in- 
troducing discords upon a pedal. These examples are 
quoted from the works of Palestrina, and show that this 
cUhsic has used the dincord of the fourth without prepara- 
tion, in order that it may become its own preparation. 



^Bz. ISS. 





The use of the imperfect fifth is also permitted^ in 
the following manner ; — 

Ex. 123,,,.^ I 




It might be thought, at first sight, that all these combina. 
tions are inadmissible in the present species, since, in imita- 
tion of the same species in two-part and three-part counter- 
point, minims should not be employed here except in the 
part where the syncopations occur, while the other three 
parts should have but one semibreve in each bar ; but in 
this order of four-part counterpoint it is allowed, when the 
case requires it, to substitute occasionally two minims for 
the semibreve in the parts which do not form the given 
subject. This methoa may be employed for dissonant 
syncopations, as well as for consonant syncopations ; wherefore, 
by the help of this permission, it is possible to introduce dis- 
cords whenever they may occur, in the manner pointed out 
in the pveceding examples, and so easily escape from some 
embarrassing passages. These means should however 
be employed with reserve, and without abuse of the permis- 
sion. The example of a given subject, accompanied by three 
other parts, will show the proper mode of operation as 
regards the present species. 



Ex. 124. 



Quoted from Fuehs. 
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In the foregoing example the two minims mibstitnted for a semibreve are not prodigally used ; and this plan must be 
olxerved in order to become practised in overcoming the difficulties of having only semlbrevcs in all the parts save that which 
contains the synoopatiuns. See the following example :— 



Subjeet truisposcd. 



Ex. 125. 




These examples present some unisons between the two 
middle parts upon the unaccented parts of the bar, but such 
unisons are, in some sort, tolerated in this spedes,on account 
of the restraint which arises from the obligation to have all 
the syncopations in the same psurt. At the same time, I 
would recommend much discretion in the use of these 



unisons, which should only be introduced after all means of 
avoiding them have been fruitlessly tried. 

After having gone through all the exercises sufficiently, 
in the way denoted in this species, the species of two minims 
and of two crotchets may be combined with syncopation : 
giving one of these species to each part in turn. 



Ex. 126, 



Example flrom Fuchi. 




«. , Ex. 12r. 

The crotchet part may 

begin with a rest, thus— 

and the minim part with a bar-and-arhalf rest, in order 

to give more elegrance to the introduction of each : — 



^ 



ilegan 
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Fifth species— florid counterpoint. 
The rules established by the five orders of tw^^^ 
part, three-part, and four-part couuterpoVnt 
suffice for the practice of florid counterpoint, "with 
out need of adding new ones. Here is an »amn\" 
of the present species : — « ^ 
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Example quoted from Fnehf. 




When the pnpil is stifficiently practised in these exercises, florid counterpoint should be introduced into 
two parts at a time, and, finally, into all the parts, with the exception, of course, of the one containing the 
given subject. 



Ex. 1S0. 




Ex. 181. 



Example with florid counterpdnt in all the parts. 




CoxjWTBRPonyr usr pitb, six, sevzk, Ain) eight beal 

PABTS. 

By the term real parts is understood parts pro- 
ceeding together, each with a melody of its own. 

It has already been observed that in proportion 
as the number of parts increases the rigidity of the 
rules lessens. It is therefore necessary to say here 
that in the species about to be treated of unisons 
are tolerated, as well as two fifths, by contrary 
movement, even between the extreme parts. Much 
reserve should however be shown in the employ- 
ment of these licenses. Two-fifths, by direct 
movement, are likewise tolerated, when the one is 
perfect and the other imperfect, as in the leaps of 
a major sixth. 

In counterpoint of seven or eight parts, the two 
lower parts may proceed from the unison to the 
octave^ and from the octave to the unison. 




It is well to mention here that, in florid counter- 
point in from five parts to eight, when two, three, 
or four parts only are made to proceed at once, the 
same strict precepts hold good which were laid 
down in two-part, three-part, and four-part counter- 
point; it is only when five, six, seven, or eight 
parts actually proceed together that any abatement 
of severity in the rules comes into operation. 

There are two methods of composing in eight 
parts, the first is by placing the two trebles im- 
mediately after one another, and the contraltos, 
the tenors, and the basses in the same order. The 
second is by dividing the eight parts into two 
choirs, each composed of four parts — viz., a U'eble^ 
a rontraltOf a tenor, and a bass. These two sepa- 
rate choirs should be used in mch a way as that 
one of the two may proceed alone, and as that the 
two may alternately mterrogate and respond. The 
choir which is silent while the other proceeds 
should resume before the other comes to a close, and 
both should conclude together. The two basses 
may enjoy the privilege indicated in the above 
example, and proceed from the unison to the octave. 

The ancient authors, when they composed for two 
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choirs, took care to make the harmony complete in 
each choir ; as much, at least, as the nature of the 
subjects they treated and the disposal of the parts 
would allow. They imposed this obligation upon 
themselves on account of the distance which fre- 
quently separated the choirs, and in order that the 
auditors who chanced to be situated nearer to 
one choir than the other might receive a more 
agreeable impression from hearing the harmony 
complete. At the same time, this condition is not 
strictly indispensable. 

The old masters have written compositions for 
as many as six choirs at once.* Much skill and 
attention are requisite in overcoming all the diffi- 
culties resulting jGrom so great a combination ; but 
everything may be accomplished by diligent labour 
joined to a flexible organisation. 

When four-part counterpoint has been suffi- 
ciently studied, the pupil should advance steadily 
through counterpoint in ^Ye^ six, seven, and eight 
parts, commencing by note against nota, on a 
given subject, and then by writing, on this same 



subject, florid counterpoint in all the parts, without 
going through all the detail of minims, crotchets, 
and syncopations. The habit should be acquired, 
in writing for ^ve voices, of using now two trebles^ 
now two contraltos : then two tenorSy or two haSses : 
for six voices, now two trebles, or two contraltos^ 
then two trebles, two tenors, or two basses, &c., &c. ; 
for seven voices, the same alternation, until com- 
position in eight parts is attained, where each voice 
is alternately doubled. 

Here follow examples of given subjects for com- 
position in five, six, seven, and eight parts ; first in 
note against not«, and then in florid counterpoint. 
The subject may be placed in whichever part is pre- 
ferred ; nevertheless, in the assemblage of so many 
parts, the subject might become indistinct were it 
placed in one of the middle parts : the eflect will 
therefore be better if the subject be placed in one 
of the extreme parts. But the pupil will do well, 
for the sake of practice, to place it also in one of 
the middle parts, in order that he may acquire the 
power of vanquishing all sorts of difficulties. 



Ex. 183. 



Example for five voicefl— note againit note. 




Subject 



Example in five parts— florid counterpoint. 
[In placing this same subject in the uppermost part, I have transposed it, that It may not be too high.] 




* They have often exceeded this Bui^ber i an example Is to be met with in Maipuig, ef a canon for 24 choiia— that is to say. fox iW voiocfl* 
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Example in tix psrti— florid eountcipoliit 



Subject tnnupoMd. 




Example in seven parts—note against noto. 




Example In seven parts.— Florid eonnterpoint 



8nl)|eet« 



^;. r^^~T- 



^ 



P 
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^^-J- l f JTJ^J^U-J_iJ^g^i^Fft 



1 ^=1 - I - f-fr=pT=^^ ^ ^J^g4r_[U-^!-UJJ^L— U-J g 
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Example in eight paito.— Plorid eoonteipoint. 



Subject. 




Obtervatwn. — ^The last bar bat one of this example pre- 
sents a method of employing the suspension to which the 
particular attention of the pupil should oe drawn. The two 
parts marked with a cross -)- form at once the suspen- 
sion and the suspended concord. The second soprano 
sounds the fourth to the bass, which fourth is prepared 
And resolved according to rule; while the second tenor 
Bounds the third. The only method of judiciously em- 
ploying these two intervals, one of which seems to ex- 
elude the other, is shown in the examj^le — ^viz., the part 
which fonus the discord must pursue its regular course. 



while the other should ooctath^ the- concord in a series of 
ascending notes by conjunet movement, without stopping 
on the concord. This ruie equally a|>plies to the sixth 
struck with the seventii,. the octave with the ninth, &c. 
It should be observed that these two» parts ought always 
to be placed in two different octaves ; that is tO' say, the 
concord should never have the suspension in the second, 
but in the ninth, or in the seventh. It is needless to add, 
that the employment of this method is only tolerated in 
composition for a large number of voices— «s many as seven 
or eight parts* 



Of the 6th struck with the 7th. 



Example 137. 
Of the 8ve with the 9th. 



or the second. 
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Example for Iwo dMrin, in florid eonntcipoint, without i 




^•^ 



All the examples here given show the manner in 
which counterpoint should be treated according to- 
tne number of parts employed. It will be seen, in 
the examples of note against note, that unisons 
are not to be avoided in certain cases, any more 
than direct movement between the extreme parts, 
when passing to a perfect concord. This likewise 
holds good in the examples of florid counterpoint ; 
but, as in this order there are more means at com- 
mand for the proper disposal of the parts than in the 
other, it should be so contrived that, when the 
imisons are unavoidable, they appear only in the 
unaccented part of the bar. The classical ancient 
masters always paid attention to this, especially when 
composing for more than four parts. 

On Imitation, 
Imitation is a musical device : it takes place when 
one part, called antecedent^ proposes a subject, or 
melody (or theme) ; and when another part, called 



consequent^ repeats the same melody, after some rests, 
and in any interval, continuing thus to the end. 



Anteeedent. 



Ex. 139. 




In an imitation, the consequent is not always 
obliged to respond to the antecedent through the 
whole extent of the subject it proposes ; it may imitate 
only a portion, and the consequent^ proposing thus a 
new melody, becomes, in its turn, the antecedent. 

Ex. 140. Consequent* 




Conaeqtttt&tt 
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Imitation may be effected in various ways. It is 
called ret/vlar or restricted when it responds exactly 
to the nature of the intervals proposed by the ante- 
cedent; that is to say, when there is exact corre- 
spondence maintained between the tones and the 
semitones. In this kind of imitation, response is 
made to a minor second by a minor second, and to 
a major third by a major third, and so on. 

This imitation is naturally obtained when the 
consequent imitates the antecedent in the unison, or 
in the octave. The fourth and the fifth somewhat 
approach to an exact correspondence of the intervals, 
but occasional accidentals are reqiiisite to render it 
perfect, and it is almost impossible to effect this 
identity upon the other degrees of the scale. 

Imitation is called free or irregular when this 
correspondence is not maintained, and leave is taken 
to respond arbitrarily to the intervals of the antece- 
dent, according to the key in which the consequent 
happens to be. In this kind of imitation response 
may be made to a major second by a minor second, 
and to a minor third by a major third, <fec. Imitation 
by similar movement^ as the name indicates — is that 
which follows the ascending or descending motion of 
the antecedent. The examples above cited are by 
similar movement. 

Imitation is by contrary movement when the con^ 



sequent responds by ascending motion to the descend- 
ing motion of the antecedent , and vice vemd. This 
imitation, as well as the preceding, may be regular 
or irregular. 

Imitation by retrograde movement is that which 
imitates a period or a member of a period by taking 
it backwards ; that is to say, the consequent begins 
with the last note of the period of the antecedent to 
be imitated, and returns to the first note. 

Retrograde imitation may likewise be regular or 
irregular, and may equally be treated by similar 
movement or by contrary movement. 

There are several other sorts of imitation, of which 
we shall have occasion to speak hereafter. 

Each of the above-mentioned kinds shall be dis- 
cussed now, beginning with imitation in two parts. 

Imitation in Two Parts. 
First section — imitation by similar movement. 

Imitation, of whatever nature, can only be efifc^cted 
in as many ways as there are intervals in the scale, 
viz. : on tiie unison, second, third, fourth, fifth, sixth, 
seventh, and octave, above or below the tonic. 

Example 139 shows the manner of treating imi* 
tation in the unison, and now will be given, con- 
secutively, examples of imitations in all tho other 
degrees of the scale. At the end of each example 
will be seen the word Coda (the Italian term for 
*' tail *'), which signifies conclusion. The coda com- 
mences only when the imitation is quitted previous 
to finishing — without which it might go on for ever. 
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ImtUlion In the fonith IWIOT. 




^ 



-T-F r 7^ ^ ^^^^ 




The student should work some time at all these 
different imitation, but it may be stated that 
he is not rigorously compelled to treat the intonations 
always at the precise distance of a second, a third, &c. 
He may, without fear of altering the nature of the 
intervals, transpose to a higher or a lower pitch : 
thftt in to say^— -treat the imitation of the second as 



a ninth ; that of the third, as a tenth ; that of the 
fourth, as an eleventh ; that of the fifth, as a twelfth ; 
that of the sixth, as a thirteenth ; that of the seventh, 
as a fourteenth ; and lastly, that of the octave, a£ 
a fifteenth, or double octave. The unison, alone, 
cannot be displaced. 
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Imitation is Two Parts. 

Second section — imitation by contrary movement. 

Onjreeorirreffularimitationby contrary movement. 

In order to have a fixed starting point in this 
kind of imitation, composers in the classical style 
of writing availed themselves of the following 
method : they placed opposite to a scale composed 
of an octave (for instance, the scale of 0), com- 
mencing with the tonic, the same series of sounds 
in a contrary direction ; thus :— 

^Ex. 142. Semitone. 




By this method free, imitation by contrary move- 
ment is obtained, as shown in the following ex- 
ample :— 

Major mode. 



Ex. 148. 




This method may serve for the major mode, and 
also for the relative minor mode. 



^Rtlative minor mode. 




For irregular imitation by contrary movement 
the following scale opposed to itself may be used. 
This method can be applied to the major mode, and 
to the minor mode : — 

Example of this scale. 




This scale gives the imitation denoted in the 
following example : — 




These examples show that, in the system of the 
first scale, when the antecedent commences with a 
0, the consequent must respond to the C by one in 
the octave ; if the antecedent commences with a B, 
a Q^ or an A, the consequent must respond by a 
D, an E, or an F, &c In the system of the second 
scale, when the antecedent commences with a C, a 
GF, or an E, the consequent must respond by a G, 
a C, or an E, <&c. Once let the first note of the 
response be found and all the other notes naturally 
follow. 

Ok BSOTJLAB OB BXSTBIOTED iMITATIOir BT 

conthabt movement. 
For this kind of imitation it is necessary to adopt 
a method like the one employed with respect to 
irregular imitation, but the scales which must here 
be placed opposite to each other are different. 
They must be two scales in which the semitones 
occur upon the same degrees ; so that, in the imita- 
tion of the tones and the semitones, they shall cor- 
respond exactly. 

Ex. 144. 




E D C B A O F 

In order to find the same correspondence of 
tones and semitones in the minor mode, the scale 
must be disposed in this way : — 
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It is needless to observe that each time a change 
of key takes place these given scales must always be 
referred to the key in which the imitation is made, 
both for major modes and minor modes. 

All that has just been said applies eqaally to re- 
trograde imitation hy contrary movement^ which 
also may be either regular or irregular. 

Eetrograde contrary imitation, which consists, as 
has been said, in commencing with the last note and 
retrograding towards the first, pursuing a contrary 
movement, may be effected in two ways, viz. : bar 
by bar, or period by period. Here are examples of 
these two kinds of imitation, which will explain their 
mechanism better than words : — 



Ezmmplei of the fint manner, bar by bar. 

+ 




— fl I t I 1 - - "1 -- I - - I I ' 



Imitation of 
the first bar of 
the consequent 
by retrograde 
contrary move- 
ment. 



Ibid of the 
second bar. 



Coda. 




Example of the second manner, period by period. 
Regular. + 




Examples have just been given of several methods 
of treating retrograde imitation by contrary move- 



ment. As to that by similar movements, the mere 
remark will suffice that it can take place upon all 
the intervals, as is the case with the imitations of 
which the first section consists. Examples in this 
branch of the study may be dispensed with; as 
pupils will take the pains to practise themselves in 
it by searching for methods of accomplishing their 
object without the aid of models. Besides, these 
retrograde imitations by similar movement are not 
so difficult of treatment as those which have been 
shown in the above examples. 

Such are the rules of the four principal ways of 
treating imitation, viz. : Istly, by similar movement ; 
2ndly, by contrary movement ; 3rdly, by retrograde 
similar movement ; and 4thly, by retrograde contrary 
movement. 

On SfiVBRAL OTHER 80RTO OF IMITATION, 

The other sorts of imitation which remain to be 
mentioned are imitation by augmentation, and by 
diminution; with reversed accents; interrupted; 
convertible ; periodic ; canonic^ Ac. 

All these imitations may be effected in turn with 
the four movementa indicated, and may be treated 
regularly, or irregularly; provided this can be done 
without falling into errors that would letter the 
melody or the harmony. 

Obtervation. — The imitations heretofore cited, as well as 
their denoniinationB, are taken from the Treatise on Fugue 
«i»d Countei-point by Marpdbg, which can be consulted for 
instruction and know edge of such imitations as are omitted 
here. Mabpubo's work,} with regard to imitations, Fugues, 
&c., &c,f as well as ail devices of composition, is one of 
the most complete of the kind known. Hence the frequent 
reference to it. 

Imitation by avginentation takes place when the 
antecedent proposes a theme, and the consequent 
responds note for note, augmenting the value of 
each note. 



Ex. 146. 




Imitation by diminution takes place when the 
consequent diminishes the value of the notes which 
constitute the imitation. 



^:^^^^j p r_-^^=^^lAf\}f ^:i ^^^ ^ 



^n??q:P^^KJ-f^+g g 



X Highly as Chembixd speaks of this work, his own, and other 
modem works, may IM considexed to hate supexseded it.— 

TaANBLATOA. 
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*^' Coda. 



Imitation with reversed accents la effected wlien 
the parts follow each other upon opposite portions of 
the bar ; that is to say, when one part commences 
upon the accented portion of the bar, and the other 
responds by commencing upon the unaccented portion. 
This device is frequently worked out by the employ- 
ment of syncopation, p^^ ,,^ ,^' ^'^^^Al^ , 

Accented. Ex. 147. 




Interrupted imitation is effected by suspending, 
through the medium of rests in the consequent, the 
continued progression of the notes proposed by the 
antecedent. 



Ex. 148. 




Convertible imitation is the name given to a 
period written in such a way that the parts may be 
inverted without any change; that is to say, the 
upper part may become the lower part, or the lower 
part become the upper. In order to do this, care 
must be taken never to employ the interval of a fifth ; 
because, in its inversion, it produces a fourth. This 
kind of imitation is, properly speaking, a double 
counterpoint, as will be seen hereafter. 



Ex. 149: 




Periodic imitation takes place when a portion only 
of the melody or theme proposed by the antecedent 
is imitated. Here are two examples : — 



Jz^f^E^gZ ^^ 



^^EE^^^psE^ 




'^^^m 




Canonic imitation is that in which the consequent 
responds to the antecedent note for note from begin- 
ning to end. This imitation, which, by its very 
denomination, becomes what is called canon, may be 
treated in two ways, viz. : Jinitey when it is finished 
by a coda, or conclusion ; infinite, or circular, when 
it is so carried out as to return from the end of the 
imitation to the beginning without ceasing. 
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Ex. IM. 



yinit* auMaie Imitation. 




^EPEdj^^g^ P ^gp^ ^^S ^^^ 



Coda. 



Ex. 151. 



Inflnite omonto imitatton. 



^g-;j-llt-J-f4|.t=3B=iJTfi7T3=S ^ 



^m 




The student shoald endeavonr as nracli as possible 
to acquire practice in all these imitations, by all the 
movements, and in all the intervals. What has been 
demoiistrated in the first and second section with 
respect to imitations must suffice ; and, now, imita- 
tions in three and in four parts will be discussed. 

I%ird section — imitations in three and in four 
voices. 

All the kinds of imitation mentioned in the two 
preceding sections may be treated in three, four, 
and even a larger number of parts. Azzqpardi, a 
Maltese composer, made use of two given subjects, 
upon which it is good practice to write all sorts of 
imitations, either in an interval above, or in an 
interval below. This method may first be pursued ; 
it can be no other than extremely advantageous in 
the study of imitations, and will help the pupil in 
his labour. 

TheM are the two eubjeets from Assopardi. 
1st •ntiJect. Ex. 152. 




In three parts, 



Examples of imitations, from Azaopardi, in three, and in four parts, on these snljeetSt 
via. imitations in two parU, on this given soqect. 

/gs 
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In the latter example there is one part which 
merely appertains to the whole, and has no con- 
nection with imitation; wherefore it has been 
called ad libitum. Such a part becomes requisite 
-when four parts are used, and when no more is 
written upon the subject than a single imitation 
between the two other parts. If three parts in 
imitation upon the subject be written, there are 
then two consequents, both of which imitate the 

Antecedent or Theme. ^. Ex. 153. 



theme proposed by the antecedent, in the same 
interval, or in a different one. After having prac- 
tised treating imitation upon a given subject in 
two parts only, with or without the fourth part, 
ad libitum, from imitation in the unison up to 
imitation in the octave inclusive, the exercise 
above stated must be undertaken, viz.: to intro- 
duce the two consequents and achieve a double 
imitation* 




Before proceeding it should be remarked that 
this subject may be written, if needful, and if 
judged fit, in semibreves, thus : — 



instead of being written in breves. 

When once the pupil has sufficiently worked on 
imitations between two and three parts upon the 
two subjects, he should practise treating imitation 



in three, and then in four parts, upon a given subject 
of his own. It will be necessary for him to consult 
Marfuro's work on this point, in order to see all 
the combinations of the intervals by means of 
which imitations may be made. It is for the sake 
of having a great number of examples under the 
eye that the pupil is advised to consult Marpuisg's 
work. Here are two examples of imitations, one 
in three parts, and the other in four, which will 
suffice as a sketch of this kind of exercise : — 



Ex.154. 



Example in three parts. 
Canonic imitation. 




Ex. 155. 



ti r^w^rrm ^ 



Example in four parta.— Regular canonie imitation. 



O. Albrxchtsbxrose. 



Imitation in the fifth below. 



Imitation in the octave below. 

-19- 
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The pupil should also practise treating imitation 
in five, six, seven, and eight voices, either upon 
given hasses, or by inverting imitations without 
any of these basses ; that is to say, by himself com- 
posing the whole. Parts ad libitum, or parts of 
accompaniment, may be combined, if the student 
cannot succeed in making regular imitations, with 
all the parts. 

Before closing this section, mention must be made 
of another kind of imitation, which may be intro- 
duced in eight parts by means of two choirs. This 
imitation comes under the denomination of inverse 
contrary imitation. 

Explanation, 

A Theme is proposed in four parts in one of the 
two choirs ; the response should be made by the 
other. 

In order that the response may be itiverse the 
bass of the Theme must be placed in the soprano 
part of the response, the soprano part placed in the 
bass, the part of the contralto in that of the tenor, 
and, lastly, that of the tenor in the contralto. 

In order that the response may be contrary, each 
part of the response must* answer by contrary move- 
ment, and in the order stated above, to the parts 
which have proposed the Theme. 

In compassing this device the following rule must 
be observed : no one of the lower parts must ever 
form a fourth with the soprano, unless this lourth 
proceed by degree as a p assing discord. W ith regard 
to contrary movement, it must be obtained by means 
of the scales mentioned in the second section, when 
this contrary movement was under discussion ; but 
for the sake of more clearly comprehending the use 
that should be made of it they shall be reproduced 
in the following order : — 

Coirespondence of the parts, when inverting by contrary movement. 

^v Ex. 156. Ist Porm. 

Soprano 




Below are other scales, not adduced when treating 
imitation by contrary movement in two parts. 
These scales may be employed when the chromatic 
style is adopted for modulating. 



Soprano 

in 

Bags. 

Contralto 

in 

Tenor. 



Chromatic by sharps. 
3rd Form. 




M^f^^^ 




Another disposal of this latter scale. 




The 3rd form may be used when from the key 
of we wish to modulate into its dominant ; and 
the 4th form when from the key of C we wish- to 
modulate into the sub -dominant. fc>ee the following 
example : — 



Theme. 



Ex. 157. 



Inverse contrary response, 
according to 3rd Form. 
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Before giving an extended example of this kind 
of imitation it is necessary to state that the inverse 
contrary response must commence before the period 
of the theme terminates, or else just upon the close 
of it; the theme, in its turn, should recommence 
either before the response, or upon the close of the 



response. The harmony and the parts must be 
combined in such a way that they shall adapt 
themselves to this disposal of the several com- 
mencements. The subjoined example will con- 
vey fuller comprehension of what has here been 
said; 



lat Choir. 



Thnno. 



Example of s regular pieee,^ composed in invene contrary imitation. 




m 



Inverse contrary response, by the 1st scale in C 



3nd Choir. 




r ■ rr r rr i riJ3^ 



^^ 



*<= 



ifrrrr^- 



^ ^f^-=f 
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fr-^" I ! = u-.Jrrf ^ = 



^ ^^^ 



TJTJJJJJ'3| 





^=i^z^jJ^^-U7i:j^=^ 



^- f i f'-jiSiq- f r ^ 
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On Double Counterpoint, 



Double counterpoint is a class of composition 
skill in which consists in so combining the parts as 
that they shall, without inconvenience, be transposed 
from the higher to the under part, if they be placed 
above the theme, and from the under to the higher 
part, if they be placed below it ; while the theme 
itself undergoes no change in its melody, whether 
it occur in one of the extreme parts, or in one of the 
intermediate parts. 

These inversions may be made in seven ways; 
consequently, there are seven kinds of double coun- 
terpoint, viz. : in the ninth or second; in the tenth 
or third ; in the eleventh or fourth; in the twelfth 
OT Ji/th ; in the thirteenth or dxth ; in the four- 
teenth or seventh; and in the ^fifteenth or octave. 
Those most frequently employed are the tenth or 
third; the twelfth or Jlfth ; and the fifteenth or 
octave. 

Before speaking of each of these seven kinds 
separately it is necessary to observe in general: 



Istly, that in double counterpoint the parts must 
be distinguished from one another as much as pos- 
sible by the value of the notes ; that is to say, if the 
theme be composed of semibreves or minims, crotchets 
and quavers must be opposed to it — as many, and in 
the same manner, as in the treatment of florid 
counterpoint ; 2ndly, that the part which forms the 
counterpoint should commence after the theme ; 
3rdly, that the parts must not, at haphazard, or 
without due reason, be made to cross, because then 
the intervals would not change in the transposition 
or inversion of the counterpoint from the higher to 
the lower, or from the lower to the higher ; 4thly, 
that in aU double counterpoint, except that on the 
octave, it is not only permitted but even needful to 
alter the intervals by inversion, particularly when the 
modulations require this. 

First section — douhle counterpoint in two parts. 
Inversion in the octave. 
When the inversion or transposition of a part takes 
place at the distance of i^n octave or a fifteenth th^ 
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connterpoint becomes double counterpoint in the 
octave. 

In learning bow to construct ibis counterpoint, it 
must be known wbat are the intervals to be avoided, 
in order that the inversion may be correct. For the 
acquirement of such knowledge, two rows of figures, 
not exceeding the number of eight, should be placed 
one row against the other, thus : — 

1. 2. 3. 4. 5. 6. 7. 8. 

8. 7. 6. 5. 4. 3. 2. 1. 

The figures of the upper row indicate the intervals 
of the counterpoint ; those of the under row, the 
intervals which result from its inversion. It will be 
seen that the 1, or unison, changes into an octave ; 
the second into a seventh ; the third into a sixth ; 
the fourth into a fifth, and so on with the others. 

The octave and the unison should not be too much 
employed, because they do not produce sufficient 
harmony ; excepting, indeed, at the commencement 
and at the close of tiie themes and when syncopation 



Ex. 158. 



^ Invenions. 




The fiilh should be avoided because on inversion 
it becomes a fourth. It can be employed only as a 
passing note, or in syncopation. 



Ex.159. 




The fourth being open to the same objection, and 
to the same exceptions, as the fifth, it should be 
avoided and admitted in the same way. 
' All the other intervals may be employed, by sub- 
jecting them to the laws which affect them, ^^lacing 
th e parts at a distance beyoy ^^ ^^,fi ftp.tifl'*^^ °^^"^^ fllff^ 
]h>e' avoided, as the intervals which exceed this limit 
undergo ho change by inverson ; that is to say, the 
third remains a third, the sixth remains a sixth, t&c. 



^Ex. 160. 




Here is an extended example of double counter- 
point, from which it maybe seen how all the intervals 
should be employed so as to obtain correct inversion. 



Ex. 161 




Different ways of introducing inversions, with 
respect to the preceding example. 

■1st manner. 
Invert the counterpoint an octave, from higher to lower. 
Ex. 162. 




. 2nd manner. 

That the counterpoint may be in the fifteenth, it moat b9 inverted thof > 

a fifteenth lower. 




Srd manner. 

Transpose the theme an octave higher, and the counterpoint an ootavt 

lower. 

Theme 
transposed 
an octave 

higher. 

Counterpoint 
transposed 
an octave 
lower. 



4th manner. 

Transpose the theme an octave higher, while the counterpoint remains 

in its place. 

Theme 




Counterpoint 
reesaining in 
its p]i 



Before passing to another kind, it is essential to 
observe that the discord of the ninth cannot be em- 
ployed in double counterpoint in the octave, because 
it cannot be inverted; double counterpoint in the 
octave is one of the counterpoints most used. 

Inversion in the ninth. 
When the inversion of a counterpoint takes place 
in the ninth, either in the higher, or the lower part, 
the counterpoint takes the name of double in the 
ninth or second. The combinations of this kind of 
counterpoint are attained by the method already 
employed for that in the octave, which consists in 
placing one against the other two series of figures, 
each of which should be limited by the figure indi- 
cated by the denomination of the counterpoint ; 
that is to say, the series in the counterpoint in the 
octave being composed of eight figures, and in the 
counterpoint in the ninth — which is here in question 
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of nine figares; for that in the eleventh, eleven, and 
BO on with the rest. This explanation is given here, 
in order not to be obliged, hereafter, to speak again 
of it, when -discussing the kinds which ensue. 

The following is the series of figures which belong 
to doable counterpoint in the ninth : — 
1. 2. 3. 4. 5. 6. 7. 8. 9. 
9.8.7.6.5.4.3.2.1. 

From this table it appears that the unison 
changes into a ninth, the second into an octave, and 
BO forth. The Jlfth forms here the principal interval ; 
it merits particular attention, whether in preparing 
or preventing, not only dissonant intervals, but even 
those which become so by inversion. The discord 
€i the fourth Teaolved into the third; the discord of 
the seventh resolved into the sixth ; that of the 
second, &c, — such are the proper means for combin- 
ing a double counterpoint in the ninth, which should 
be confined within the extent of a ninth, for the 
eame reasons that that in the octave should not 
exceed the limits of the octave. 

Examplas taken ficoin Kaipuig. 
Ex. 168, Coimteip«2i^. ^^^ 



other examples. 




By transposing the theme an octave higher, and 
the counterpoint a note lower, the double counter- 
];K>int in the second will be obtained. 



Ex.164 




By transposing the theme to the second above, and 
the counterpoint to an octave below, the following 
inversion will be obtained, to which accidentals must 
be added, on account of the change of key. 



Ex, 166. 





Among double counterpoints that in the ninth is 
one of the most limited, one of the most ungracious to 
treat, and one of the least used ; when it is adopted, 
it should only be employed during very few bars. 

Inversion in the tenth. 

We go on to speak of double counterpoint in tho 
tenth or third, commencing^ as usual, with two raws 
of figures : — 

1. 2. 8. 4. 5. 6. 7. 8. 9. 10* 
10. 9. 8. 7. 6. 5. 4. 3. 2. 1. 

From these it appears that two thirds or two 
tenths must not be made in succession, since there 
will then be two octaves or two unisons. Neither 
must two sixths in succession be employed, because 
their inversion would produce two Jifths, Nor must 
ihe fourth and the seventh be employed, except as 
passing discords (I.), unless the fourth be resolved 
into & fifth or into a sixth (II.), and the seventh be 
resolved into &^fth (III.) 




^^^^fH^ieI 



j ^ ^gzi^^^^^a^^^^^ 




The ninth must be resolved either by the octave, 
or by the fifth, in this manner: — 

Ex. 167. • 8 ^969 6 
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From tbe foregoing — ^with consideration, intelli- 
gence, and application — the pupil may practise him- 
self in this kind of double counterpoint, of which an 
extended example is given below : — 

Ex. 168.^ 




This counterpoint may be inverted in several 
ways, viz.: — 

l8t manner. 
By transposing the counterpoint a tenth below, while the theme remains 
in its place. 
> Ex. 169. 




2nd manner. 

By transposing the theme a third above, and the counterpoint an octave 

below. 

Theme 

in the third 

above 

Counterpoint 



S^ ^g-Q^T^ E 



8rd manner. 

By transposing the counterpoint a third below, and the theme an octave 

below. 

Connterpoinf 



EB^^^^M^^^ 



i third 
below. 

Theme 

an octave 

below. 



4th manner. 
By transposing the counterpoint, and the theme, a third higher. 






In all the inversions and transpositions of this 
example it will perhaps be necessary to add some 
accidentals, either to the theme or to the counter- 
point, and sometimes even a third part, in order 
to render the whole more correct ; at the same time, 
nothing has been indicated of this, seeing that a 
counterpoint can be constructed in such a manner 
as to require no such alterations, nor any additional 
parts. The short examples set forth above have 
only been given to show in how many ways a double 
counterpoint in the tenth may be inverted. This 
counterpoint, as well as that in the octave, is one of 
those most used. 

Inversion in the eleventh. 
Double counterpoint in the eleventh or fourth has 
now to be discussed. We will set forth its combina- 



tions by the usual method of two rows of figures : — 

1. 2.3.4.5.6.7.8.9. 10.11. 
11. 10. 9. 8. 7. 6. 5. 4. 3. 2. 1. 

We see that the sixth is in this counterpoint the 
principal interval, and with that one we can begin 
or end. Moreover with it not only must the 
discords be prepared and resolved, but also those 
concords which change into discords by inversion. 

Ex.170 




The interval 'of the eleventh forms the limit of 
this counterpoint. A developed example is given 
below : — 




Ex. 172. 2nd Inversion. 

Transpose the theme a fourth above, and the countarpoint an octave 
below. . 




8rd Inversion. 

Transpose the theme a fifth below, while the counterpoint remains in its 

place. 
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iih inTenion. 
Tnntpose the theme a fourth above, and the eounterpoint a fifth below. 




5th inrenlon. 

Transpose the thettae a fowrth above, or a fifth below, and the counter- 

pohit a fourth above or a fifth below. 




Double counterpoint in the eleventh is, of all double 
counterpoints little used, that which may be employed 
with the fewest objections and difficulties. 

Inversion in the twelfth. 
Here are the two rows of figures which should 
be compared together for obtaining the inversions of 
double counterpoint in the twelfth : — 

1. 2. 3. 4. 6. 6. 7. 8. 9. 10. 11. 12. 
12. 11. 10. 9. 8. 7. 6. 5. 4. 3. 2. 1. 
It will be seen that the vnison or octave changes, 
in counterpoint of this kind, into a twelfth, the se- 
cond into an eleventh, &c. 

The sixth, which by inversion becomes a seventh, 
should be prepared either in the upper part, or the 
lower; and the bass should then descend one note 
or degree. 

Ex. 173. Examples firom Marpnrg. 










8 7 



8 7 



Here is an extended example of double counter- 
point in the twelfth : — 



Ex. 174, 



^^r^t^^^^^^^^ ^^ r^-U^ ^^ 




1st manner of inverting. 

Transpose the counterpoint a fourth below, wbUe the theme remainB 

in its place. 




2nd manner of inverting. 

Transpose the theme a twelfth below, while the counterpoint remains 

in its place. 




8rd manner of inverting. 
Transpose the theme an Qctave above, and the counterpoint bl fifth 
below. 




4th mannei of inverting. 
Transpose the theme a fifth above, and the counterpoint an octave 
below. 




This counterpoint is one of the most used, and 
among the most fertile in resources. 

Inversion in the thirteenth. 

Double counterpoint in the thirteenth or sixth is 
obtained by the same method as the other double 
counterpoints ; that is to say, by the two series of 
figures. These are they which belong to the coun- 
terpoint in question : — 

1. 2. 3. 4. 6. 6. 7. 8. 9. 10. 11. 12. 13. 

13. 12. 11. 10. 9. 8. 7. 6. 5. 4. 3. 2. 1. 

It is easily seen that two sixths in succession must 
not be employed in this kind of counterpoint. 

Since the seventh cannot be resolved in a regular 
manner, it must be employed as a passing discord. 

The second, thirdyfourthfjjfth, and ninth must 
be prepared by the sixth or by the octave, either 
above or below, and be saved by one of these 
intervals. 



Ex. 175, 
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The interval of tlie thirteenth serves as a limit 
to this counterpoint. 

An extended example of donble counterpoint in 
the thirteenth, or sixth, will now be given. This 
counterpoint is less frequently used than the coun- 
terpoints in the octave, tenth, and twelfth. 




-1^ -^ -^= ^ ff^==[^tt^P^t^^^^^ - 




This counterpoint is inverted by first transposing 
the upper part in the thirteenth below the theme. 
Then die theme should be transposed a sixth higher, 
or a third lower, while the counterpoint does not 
stir; the theme may also be transposed a ^Air^ lower, 
and the counterpoint a third higher ; &c. &o. 

Inversion in the fourteenth. 

It remains, finally, to speak of double counterpoint 
in the fourteenth or sevevfth. Here are the two 
series of figures which give the inversions : — 

1. 2. 3. 4. 6. 6. 7. 8. 9. 10. 11. 12. 13. U. 
14. 13. 12. 11. 10. 9. 8. 7. 6. 5. 4. 3. 2. 1. 

According to the above combinations, two thirds 
in succession must be avoided, particularly by similar 
movement, since, in transposition, they produce two 
Jifths. Every concord, as well as the octave and the 
sixth, which become discords when inverted, should 
be prepared and resolved either by the third, or by 
the^A. 



Ex. 177, 





The interval of the fourteenth serves for the 
limit of this counterpoint 

Extended example of oounteipoint in the fourteenth. 
Ex. 178. ^ MAEPiTBa. 




2nd manner of inverting. 
Transpote the theme a teventh above, and the countexpoint an oetavt 
Theme. below. 



etc. 




8rd manner of invoting. 
Tranepose the theme, and the counterpoint, a MMiilh below. 




Second section — triple and quadruple counterpoint 

Double counterpoint is naturally in two parts, as 
has been seen in the preceding section ; triple coun- 
terpoint is in three parts, and quadruple counterpoint, 
in four parts. In discussing the counterpoints now 
in question only those mostly used will be spoken of; 
viz. : in the octave, in the tenth, and in the twelfth. 
The rules about to be given for these counterpoints 
will also show how to treat those not mentioned. 

Triple and quadruple counterpoint in the octave. 

There are two ways of composing these counter- 
points ; the first, and most easy, consists in adding to 
a double counterpoint one or two parts proceeding in 
thirds either with the lower part or with the upper 
part. 

Double counterpoint, in order to be capable of 
receiving these two parts in thirds, or even a single 
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one, mnst be constructed according to certain con- 
ditions; viz.: — Istly, it should not contain two 
thirds or two sixths in succession ; consequently, it 
should be written entirely in contrary movement or 
in oblique movement. 2ndly, it should contain no 
discords, excepting passing ones. 1'^^j 5^ ^w^^iir 

Ex. 179. ^ 



^ ^l^f=--? ^^^^m 




In order to transform this double counterpoint 
into triple counterpoint, no more need be done than 
add a third part, either a third above the upper part, 
or a third above the lower part. 




In order to convert the same double counterpoint 
into qnadmple counterpoint, there must be joined to 
tlie two principal parts two other parts, one, a third 
above the upper part, the other a third above the 
lower part, as thus : — 




^S^ "p^jfc3jf=^f^^^^^^=g^jj ^- X 7r r I 




The parts of this counterpoint may be inverted in 
several ways, as the following example shows : — 




E£=51^^^^1 M=»»^^ B 



^^m^^m^m^^ 



^^ 




m=H^^^^^^ 



The other way of employing triple and ouadntpl^ 
counterpoint in the octave consists in combining the 
parts in such a manner as that they may be inverted ; 
that is to say, so that each part can be placed above 
or below, without changing the melody at all, an^ 
without the least objectionable point arising, or the 
least infringement of the strictest rules. To enauirQ 
this, it 18 indispensable that the parts shall nev^x^ 
form between each other either & fourth ox ajfi/t^ ^ 
excepting in the case where the melody proceeda \i^ 
conjunct movement, or in that where only Qiae^t^J 
prepared by the second,i\iefourthy and tlie <e^ent}t* 
are employed. The diBCord of the prepatea uxutA 
is impracticable in this kind of counterpoixxt^ ^^^^ 
been already said with regard to douDL^ ^^OVsaxV^x^ 
point in the octave. 
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Ex. 180. 



Examples of a triple counterpoint of this kind. 

Ist invenion. 2nd. 




Ex. 181. 



Examples of a quadruple counterpoint of the game kind. 
Ist Inversion. 2nd. 




^^^^^^^m^^^^^^^^^^^^^m. 



m=prz 



i 



i 



1 



^1^ 




m 
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iftli. 



13th, 



I4th. 




This kind of counterpoint, oy its nature and its 
regularity of inversions, may be applied to the 
counter-mbjects oi 9^ fugue; as will be seen when 
that sort of composition comes under discussion. 

Triple and quadruple counterpoint in the tenth 
By observing the rules laid down in the first sec- 
tion on the subject of double counterpoint in the 
tenth, as well as the laws which ordain the necessity 
of employing contrary movement and obliqtie move- 
ment, triple and qtumruple counterpoint in the tenth 
will be obtained. 

Example of a double counterpoint in the tenth. 
-/Ex. 182^ , .^ JL Ma&puao. 




^^^-j4=MN 



In order to convert this double counterpoint into 
triple counterpoint, nothing is required but the 
addition to these two parts of the upper part a tenth 
below, or of the lower part a tenth above. 

Ex. 183. 




In order to obtain quadruple counterpoint, the 
following example of a double counterpoint in the 
tenth is first proposed : — 



;^ Ex. 184. 



Mabpuao. 




Of this double counterpoint a triple counterpoint 
is formed by adding a third part at the distance of 
a tenth or a third from one or other of the two exist- 
ing parts, and by inverting, alternately, each of 
these parts in the manner worked out in the example 
of quadruple counterpoint in the octave. 



Istly. 
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By adding to this same doable counterpoint the 
two parts in thirds, in the following manner, a qua- 
druple counterpoint in the tenth will be obtained : 




This counterpoint — at least, as it is combined in 
the above example — ^gives but few inversions exempt 
from reproach. 

Triple and quadruple counterpoint in the twelfth. 
In order to obtain triple and quadruple counter- 
point in the twelfth it will be necessary, after first 
combining it according to its appointed rules, to pro- 
ceed in the manner already shown with regard to 
counterpoint in the oetaoe ; that is to say, by taking 
«are to avoid discords that are not passing ones, and 
by scrupulously observing contrary movement or 
oblique movement 

Example of a double connterpoint in the twelfth. 
Ex. 185. _ 







In order to form a triple counterpoint from a 
double one, there need only be added a third part, 
either a third below the upper part, or a third above 
or below the lower part. 



Ex.186. 



--/ 


ut. 




2nd.^-^ 


^ 


N^=fe 


^=^ 


f U" Mls\ 


^ 


%j 


^ 


^^=^ 


^^(E^=ffilt^E£=f=t^ 


^ 


« « ^ Mi ^ 


Ui_,pr r |r-r-F:f.^rnir^,rrr i- 




For transforming a double or triple counterpoint 
into A quadruple counterpoint the following example 
wiU afford a guide : — 



let Part. Ex.187, 




Conclusion. 

All these examples suggest an important remark 
which is, that, notwithstanding the denominations 
of triple and quadruple counterpoint in the tenth, 
or in the twelfth, there is no true triple or quad- 
ruple counterpoint save that in the octave. 

In fact, the combinations of this kind of counter- 
point alone permit the composition of a piece in 
three or in four voices (or even in a greater number 
of voices), in which the parts admit of complete in- 
version. In a good qtcadruple counterpoint in the 
octave the parts can, without difficulty, change 
places, and supply a multitude of fresh aspects, by 
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being transposed to the upper, the middle, or the 
lower part, while the lower ascends from the middle 
to the upper part. But it is, — so to speak, — ^impos- 
sible to compose in three or in four voices upon 
the condition that each of the parts may, in its turn, 
be transposed to the third or to the tenth above or 
below, to the fiftli or the twelfth above or below, 
without ceasing to be in harmony with the other 
parts. It is therefore necessary to use some 
ingenuity for the obtaining of so-called trvpU and 
qtuxdruple counterpoints in the tenth and in the 
twelfth. 

In composing — as has been said — ^a double coun- 
terpoint in one or other of these intervals by con- 
trary or oblique movement, so as never to have two 
successive thirds, and avoiding all prepared discords, 
it is possible to add to each of the parts another 
part m thirds. The counterpoint becomes triple 
by the addition of one, quadruple by the addition 
of two. 

But in qtiadrvple counterpoint in the tenth, ob- 
tained by this measure, an inversion in the tenth is 
no longer possible ; since it is the inversions them- 
selves which, proceeding with the principal parts, 
are to form the four parts : but this counterpoint can 
be inverted in the octave ; that is to say, it is possible 
to change the places occupied by the different parts, 
if care have been taken to observe the rules of double 
counterpoint in the octave* 

Quadruple counterpoint in the tivelfth is more 
real and more varied : that is to say, among the four 
parts thus combined there will be always two which 
may actually be transposed, the one a fifth above, 
the other a fifth below ; these two are the two prin- 
cipal parts, which on that account are not the less 
able to proceed in thirds with the two added parts. 

Before concluding this section, a series of examples 
will be given, from the learned Padre Martini, rela- 
tive to these counterpoints ; in which will be seen 
the use that should be made of them. 



Ex. 188. 
^Counterpoint in the upper part. Ist order. 




2nd order. 
' Counterpoint in the upper part. Lower part a fifteenth above. 




Upper part a third ahorre. ffpper part an octave ahoTft, 



Lover part an octave above. Lower part an octave below. 




Upper part. 



8rd order.— Contrary movementa. 




Upper part a third below by 
Upper part an octave below. contrary movement. 



Lower part a fifth above by Lower part a tenth above by 

contrary movement. contrary movement. 



Upper part atationaiy. 



Upper part an octave above. 



Lower part a fifth above by Lower part an octave or a 
contrary movement. fifteenth above. 



Lower part a twelfth above 

by contrary movement. 
^*— -:^- 



Lower part an octave below. 



Upper part. 



4th order. 



Middle part an 

4e9 
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Middle part ft ilxth above. Uppef part a tizth^bove. 




Upper part a sixth belov, anticipated and varied. 



Upper part an octave below, anticipated and varied. 

* — — — <j - 




Upper part a third below, anticipated and varied. 



Middlf^yart a fifth above anticipated and varied. 




Middle part a third above, and varied. 




Middle part an octave above by contrary mov ement. 




Middle part an octave above. 




:iddlc part a fifth above by contrary movement, suspended and varied. 




On Fugue. 

The word Fugue (Fuga) is ancient. It is to be 
found in the old composers' works, but they did not 
apply it in the same sense as modern "writers. 
They called by this name counterpoints in imitation, 
whereof the cantilenas of plain -song furnished the 
themes, and in which canons are occasionally to be 
met with. In the present day, the name oi fugue 
has been given to a developed and regular composi- 
tion unknown to ancient composers — which, indeed, 
could not be known to them, since their Tonal 
system did not assort with what we call tonal fugue 
— as will be seen farther on. * 

Fugue, notwithstanding the ancient origin of the 
word, is, then, an invention of modem times, which 
has been introduced into church-music only since 
emancipation from the self-imposed constraint of 
contrapuntists to write always upon Plain-Song. 

As it exists at the present time. Fugue is the 
perfection of counterpoint. It should comprise, not 
only all the resources supplied by the study of the 
different kinds of counterpoint, but many other 
devices proper to itself, of which there will be 
occasion to speak hereafter. 

Fugue maybe considered as the transition between' 
the system of strict counterpoint and that of free 
composition ; accordingly, the pupil is here warned 
that in the examples of Fugue now to be given, he 
will meet with many chords not hitherto employed. 

All that a good composer ought to know may be 
introduced into fugiie. It is the type of all pieces of 
music — that is to say, whatever the piece composed, 
so that it be well conceived, regular, and conducted 
with good intention, it shoidd, without bearing 
precisely the character and form of a fugue, at least 
possess its spirit. 

There are two prindpal kinds of fugue, from 
which springs a third, and again, by this last are 
generated all the rest. The two principal are tonal 
fugue and real fugue. The third is fugue of 
imitation. All the others, — offspring of caprice, — 
are, irregular fugues of imitation^ or pieces in 
fugal style. 

The indispensable conditions of fugue are the 
subject, the response, the counter-stibject, and the 
stretto. There may be added to these the pedal, 
which is almost always employed in a fugue of 
any extent. 

All the devices that can be introduced into a fugue 
depend upon the knowledge, the skill, and the judg- 

* Vide what is said on this point by Fadxe Martini, in his treatise 
on Counterpoint. 
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ment of the composer, and, at the same time, upon 
the nature of the subject and of the counteb-bub- 
JECT, which may offer more or less scope for these 
devices. These said devices consist, firstly, in the 
employment of imitations formed by detaching 
portions either of the subject or of the oounteb- 
SUBJECT ; secondly, in the transposition of the sub- 
ject into different keys, and in the advantage which 
may be derived with respect to this from double 
counterpoints ; thirdly, in the inversion of the sub- 
ject by contrary movement; fourthly, in a new 
SUBJECT that may be introduced for combination 
with the first subject and tlie first counteb -subject ; 
fifthly, in the manner of combining the stbetto in 
several ways, each time more and more closely ap- 
proaching the BESPONSE to the subject ; sixthly, in 
the means that may be employed to let the subject 
be heard simultaneously with its inversion by con- 
trary movement; seventhly and lastly, in the method 
of combining the subject, the counteb-subject, and 
the stbetto upon the pedal, and in the skill and 
taste with which these devices are brought in and 
worked throughout the extent of a fugue. 

All these combinations and yet others may be 
employed in a study-fugue, but there should be a 
judicious selection of them in a fugue intended for 
the public. Without this precaution, the fugue 
would be -too long, and consequently tedious. 

We now give an explanation of each of the 
denominations above-mentioned. 

Theme, or subject. 



On Subject. 

The subject, or theme of the fugue, should neither 
be too long nor too short ; its dimensions should be 
such as that it shall be easily retained in the me- 
mory, and that the ear shall readily seize upon and 
recognize it in the different parts and different keys 
where the author causes it to recur. 

Here is an example of a subject of proper 
dimension. 

Ex. 189. 



The subject being conceived, the entire fiigue 
should, so to speak, be comprised in its extent, 
and in that of the counteb-subject which serves 
as its auxiliary. 

The SUBJECT may also be called fbofosition, ante- 
cedent, or GUIDE ; and the parts which succeed it 
may be called besponses, answebs, or consequents. 

The composer is at liberty to choose whichever 
part he pleases wherein to propose his subject. The 
ancient composers, however, were accustomed to 
observe the following method: — When a subject 
commenced with the octave of the tonic and then 
descended upon the dominant they proposed it in 
the highest part, in order that the response, which 
was to descend from the dominant to the tonic, 
might be made by a lower part. 



^ Tn eme, or s upject. E x. 190. ,.«^— y, ^ — >^ Fadbx MiaTiKX. 



Besponse. 



^ 



^^^^^^^^^^1 



^ ^^-T^H: 



tti 



Subject. 




On the other hand, when the subject commenced on the tonic and then ascended towards the dominant, 
they chose, for the same reason, the lowest part for proposing the subject, in order that the response, which 
from the dominant was to ascend to the octave op the tonic, should be made by a higher part. 

Ex. 191. 




The foregoing method of the ancient composers 
is not of indispensable observance; it is simply 
a rational and judicious plan, well suited to the 
distribution of the parts in reference to the nature 
of the subject. 

This plan need only be carried out with respect 
to TONAL FUGUE, as Will bc scon when this kind of 
fugue comes to be discussed. 



On Bbsponse. 
The bebfonse, answee, or conseqxtent imme- 
diately foUows the subject, to which it should be in 
all respects similar, but in another key. We will 
explain in what key, or at what interval from the 
subject it should be, when the different kinds of 
frigue are discussed. It may be said thatthe besfonsb 
decides the particular kind and nature^of the fugue. 
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On Counteb-subjeot. 

The melody wliicli accompanies either the subjeot 

or the RESPONSE is called the oounter-subject. As 

the couNTER-suBJEOT Is intended to be introdnced 

above and below the subject and the response, the 



necessity will be perceived of combining it by donble 
counterpoint in the octave, that it may be susceptible 
of inversion either from high to low, or from low to 
high, without incurring risk of defect or necessity 
for any change : — 




It is not, however, absolutely indispensable to 
preserve the exact identity of the oounter-subjeot 
in its transpositions and mversions. Some of its 
notes may be changed should this be deemed advis- 
able for the sake of purity in the harmony and 
Btrictness in the counterpoint. 

In a two-part fugue, there can be only one ooun- 
ter-subjeot ; in a three-part fugue, two counter- 
subjects, and in a four-part fugue, three counter- 
subjects. The number of counter-subjects may 
increase in proportion with the increased number of 



parts, and it is to be understood that there can only 
be as many counter-subjects as there are parts, ex- 
clusive of the part which contains either the subject 
or the RESPONSE. When there is only one counter- 
subject, whatever the number of parts may be, those 
that accompany the subject and the counter-subject 
jointly are called ad libitum parts, of which the 
melody may be varied each time they intervene, — 
whether in the lower, the higher, or the middle 
part: — 
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It 18 needless to say that a fugue in five, six, 
seven, or eight parts must contain several ad libitum 
parts on account of the difficulty, and even impos- 
sibility, of finding a sufficient number of counter- 
subjects ; that is to say, of parts in double counter- 
point, for so large a number of voices. 

The COUNTER-SUBJECTS in a fugue may occur 
immediately and simultaneously with the subject. 
For my own part, I cannot say that this disposal 
appears to me to be the best. I think that greater 
variety in the union of the parts is obtained by so 
contriving the counter-subjects as that they shall 
enter successively, and by allowing tlie subject fiist 
to be heard by itself, or accompanied at the most by 
a single counter-subject, if the fugue be in three 
parts, or by two if it be in four. 

Whatever the number of parts may be, a fugue is 
called a fugue on two subjects, when the principal 
subject is immediately attended by a counter- 

SUBJECT* 

: Example of what is called a Fugue on two subjects, whatever he the 
number of parts. 
iBt Cottnter-subject, or 2nd lubject. 
Ex. 195. 



J? M 



ZfMZ 



Principal Subject. 



^ 



]fe^ 



"When a subject is accompanied by two counter- 
subjects the fugue is called a Fugue on three 
subjects. 

Example of what is called a Fugue on three st^jectSf whatever be the 
number of parts beyond three. 
2nd Counter-subject, or Srd subject. 
Ex. 196. 




WTien to a subject three counter- subjects are 
opposed, the fugue is said to be on pour subjects, <fec. 

Example of what Is called Ft^ue on four subjects, whatever be the 
number of parts beyond four. 
Srd Counter-subject, or 4th subject. 
Ex. 197. 




Ohserffotion. — Although the denomination of fugue on two, 
<m three, and on fotw subjects is generally adopted, this de- 
somiuation (to my thinking) is improper, and I base my 
opinion respecting it upon the circumstance that a fugue 
cannot, and ought not, to have more than a single principal 
subject for exposition ; all that accompanies the subject is 
but accessory, and cannot, and ought not, to bear any other 



name than that of counteb-subject. Therefore, according 
to this principle, a fugue which by habit is called a fugue on 
two subjects, should be named a fugue on one subject and a 
eounter-subjed ; that on three stUfjects should be called a fugue 
on one subject and two counter-subjects, and lastly, that on four 
subjects should bear the name ot a fugue on one subject and 
three counter-subjects, &c. 

As a convincing proof that this should be so, suppose that 
the different subjects, instead of being simultaneously em- 
ployed with the principal subject, attend successively upon 
the parts which enter in turn. Then these different accom- 
paniments of the subject or of the response, which are named 
subjects when employed at the outset, would be called 
counter-subjects, and because they may be introduced at the 
same time as the principal subject it does not follow that they 
change their denomination. 

It should, however, be observed, that, in case a fugue be 
so disposed as that several counter-subjects are introduced 
when the principal subject is proposed for the fir^t time, the 
invemons of these counter -subjects should be invariable during 
the whole course of the fugue. 

On the contrary, if these different counterpoints are em- 
ployed either during the subject, or with the re>pon8e, and 
not introduced at the beginning with the subject itself, then 
there is free leave either to preserve their identity each time 
they recur, or to alter them a little by changing some 
few notes, according to the exigency and situation of the 
parts. 

In every case it is important and indispensable always io 
combine the counter-subjects according to the laws of double 
counterpoint, so as to be able to use them under all circum- 
stances, and in order that they may afford scope for the dif- 
ferent devices which it may be desirable to employ. 

On Stretto. 
Stretto is an Italian word, signifying a contrac- 
tion. It has been adopted into our language, and 
is employed to indicate a device which consists in 
bringing the entrance of the response nearer to that 
of the subject. 

Example of the response entering after the period of the subject is 
Ex. 198. terminated. 

Subject 




Example of the response entering during the period of the subject,— 
Subject. ^ forming the stretto. 




The stretto is, as has been already observed, one 
of the essential requisites of a fugne ; the place which 
it should occupy will be indicated when the entire 
texture of a fugue comes in question. The art of 
judiciously employing the stretto consists in the 
manner of varying its aspects and in inventing 
means, each time the stretto is introduced, of bring- 
ing the entrance of the response nearer and nearer 
to that of the subject. The effect which this pro- 
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duces ie extremely piquant, and, at the same time, 
very taking. 

In order that the entrances of the response and 
Biihject may be brought closely together, it is per- 
mitted, no other course being possible, to change 
some notes of either the one or the other; or, if not 
to change the notes, to change their value ; but these 
alterations can take place in the subject only after 
the entrance of the response, and in the besponbe 
only after the re-entrance of the subject, and so on. 
All this admits of many exceptions, which are de- 
termined by the actual emergency, as will be seen 
in studying fngue. 

It is also permitted, — when the subject, by its 
nature, is not well suited for employing the btbetto 
in a manner quite natural, — to commence the 
steetto with the besponse, but if neither the one 
nor the other be adapted for obtaining all the variety 
desired in the stbetto, we must content ourselves 
with making the besponse enter after the subject, 
or this after the other, at any place we can, and, as 
a last resource, employ the permitted changes either 
in the notes or in their value. Moreover, practice 
will best indicate the means of successfully encoun- 
tering difficult cases of this kind. 

A good fugal subject should always give scope 
for an easy and harmonious stbetto ; in composing 
a subject, therefore, the difficult combinations of 
stbetto ought to be carefully pre-considered. 

On Pedal. 
The PEDAL is a note prolonged and sustained 
during several bars. It may be placed either in the 
highest part, in one of the middle parts, or in the 
lowest part; it can be made — whatever its position 
—only upon the tonic, or upon the dominant ; but 
the best pedal — the one from which the most advan- 
tageous effect may be drawn, and the one most 
generally used in fugue — is that of the dominant 
placed in the lowest part. The function of the 
PEDAL is to emancipate the composer from the 
rigoiiir of the rules ; that is to say, he can, while 
the period of its duration continues, introduce un- 
prepared discords and even modulate, as if the 
PEDAL did not exist, provided the parts which efSdct 
this operation are combined each with each ac- 
cording to rule. This, however, may not be done 
in the first or the last bar, which ought always to 
be in harmony with the pedal note. In accordance 
with what has just been stated, the composer should 
cause to be heard upon the pedal : — tne subject, 
the besponse in stbetto, the counteb-subjegts, 
and, if possible, some of the ingenious devices that 
may have been introduced in the course of the 
fugue. 




Ex. 199. 



Subject, 



Counter-fiul>Ject 




As at least two parts are usually required to work 
upon the pedal which shall fulfil all the prescribed 
conditions, it follows that the pedal is not neces- 
sarily in a two-part fugue. This is why the pedal 
does not form one of ^e indispensable features of a 
fugue. 

On Tonal Fugue. 

A so-called tonal fugue is a fugue of which the 
subject, at its first outset, passes from the tonic to 
the dominant, or from the dominant to the tonic. 
The response in this kind of fugue is not identically 
similar to the subject, and is governed by laws now 
to be set forth. 

If the SUBJECT commence on the tonic and ascend 
or descend towards the dominant, the besponse 
should commence on the dominant and descend or 
ascend towards the tonic 



Subject 



Kx. 200. 



Reiponte. 




If the SUBJECT commence on the dominant and 
ascend or descend towards the tonio, the response 
should commence on the tonio and descend or ascend 
towards the dominant. 

Subject^ Ex. 201. Respenie. 




Here follow examples of subjects more florid and 
more extended than the preceding ones, but still 
conceived on the same principle, in order that the 
student may become accustomed to find the exact 

BESPONSE to a SUBJECT in TONAL FUGUE, 

Example of a sulgAet which from the tonic deBoends towards the 
dominant, and of a retpofue whioh from the dominant ascends 
towards the tonic,* ^____^ 

Coda. 



Ex. 202. > Re8pon»e. 




» Thete different examples are UTeiented under the form of ttrtUo; 
that is to say, the rnpome is brought as close as possible to the iubjeeU 
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Example of a tubjed vhich from the tonU descends towaidt tlie domi. 
■ naut,' and of a response whieh from the dominant ascends towards 
the tonic. 




Example of a nOjeei which from the dominant descends towards the 
tonie; and of a re$pon$e which from the tonie descends towards 
the dominant. 




Example of a tubjeet which from the dominant ascends towards the 
ionic ; and of a respome which from the tonic ascends towards the 
dominant, 

I Subject. I Coda. 




Example of a tubjeet whieh from the dominant ascends towards the 
tonie ; and of a retponte which from the tonie ascends towards the 




Before concluding^ one remark which may serve 
as a guide must be offered : it is, that all the phrases 
of the melody of a subject which belong to the chord 
or to the key of the tonic should be repeated in the 
response in similar phrases belonging to the chord 
or to the key of the dominant, and that all the 
phrases of a subject which bear analogy to the chord 
of the DOMINANT, should be repeated in the response 
in similar phrases bearing analogy to the chord of 
the TONIC. 

To demonstrate this the following subject is pro- 
posed ^^~yar -^-j[ according to the immutable rule 

of tonal fdgue the response is this : — Y' 



But if from this ^simple subject a more complicated 
one is deduced: 



J ; according to what 

has been said above, the response is ^ ^ " ^ pj^^ ' 
for the two notes D, B, added between the limits of 



the simple interval 0, G, belong to the chord of the 
dominant, — that is to say, in the key of G,— and 
should be replaced in the response by the two notes 
G, E, belonging to the chord of the tonic. 
Here is another subject : — 

in'on 



entailing no other change in the response than from 
the first to the second note ; because the subject, 
which commences on the dominant, does not proceed 
towards the tonic in the first phrase. This is the 
response : — 





Here is another subject, in which the melody does 
not proceed, in the first phrase, from the tonic to- 
wards the DOMINANT, but so proceeds at the com- 
mencement of the second phrase :— 



Stttdect. 



The J) which terminates the first phrase belong- 
ing naturally by its descent upon the dominant to 
the key of G, the response should change the first 
note of the subject into a G, in order to conform 
to the law of tonal fugue, and replace the D of the 
subject by another G which will descend upon in 
the key into which will be transposed all the rest of 
the subject in the response : — 

Response. : ^irp 

It is superfluous to adduce a greater number of 
subjects. With the methods and explanations that 
have been given, the pupil should be enabled to 
find the response to any subject of tonal fugue 
that offers itself. 

On Beal Fugue. 

Beal Fugue is of more ancient date than tonal 
FUGUE. It is that in which the subject commences 
on the TONIC and then proceeds towards any other 
chord than the dominant ; the response being made 
in the fifth of the principal key, and resembling the 
SUBJECT in all respects. 

The ancient composers recognised two sorts of 
REAL FUGUE, — FREE, and LIMITED. They called a 
Real Fugue free, when the response, which ought 
to be precisely similar to the part imitated, was not 
so beyond the duration of the subject and of the 

OOUNTER-SUBJECT. 
I Suhjectr 



Ex. 20S. 



Pad&x Maatzitx. 



1 I Counter Subject. 
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But if the BESPONSE were similar, not only to the 
SUBJECT, but to all the notes of the antecedent part 
from the .beginning of the fugue to the end, then the 
BEAii FUCKJE took the name of limited* This sort 
of fugue was no other than the musical form to which 
nowadays is given the name of canon, — as has been 
already said. 

At present, these denominations are no longer 
used, and what the ancients called fbee real fugue 
is the only real fugue adopted as a model. 

It may happen that a fugue subject offers, in the 
earlier bars, all the characters of real fugue, and 
changing suddenly towards the end, terminates in 
TONAL FUGUE. The RESPONSE should, iu that case, 
follow the condition of the subject ; that is to say, 
commencing as real fugue, it must terminate 
according to the rules of tonal fugue. 



Subject. 




Response. 



On Pugub of Imitation. 

Fugue of Imitation is that of which the response 
is very nearly, but not entirely, similar to the subject, 
the composer being at liberty to introduce some 
alterations, and to curtail it, if he think fit. 

Fugue of imitation possesses still another privi- 
lege ; which is that the consequent or response 
has no fixed time or inteival for responding to the 
ANTECEDENT or SUBJECT, but may enter at the most 
favourable opportunity, or at any interval. 

Thus the response may be made, not only in the 
unison, in the fifth, in the fourth, and in the 
OCTAVE, but also in the third, in the sixth, in the 
SECOND, in the seventh, and in their compounds; 
by these means is produced the variety so desirable 
in music, and so much admired by listeners. 

It has been already said that the subject of a 



fugue should be of judicious dimensions, neither 
too long, nor too short, but, in the kind of fugue 
now in question, the subject should always be very 
short, to avoid delay in making the the response 
heard. 

When treating a subject of fugue of imitation 
it is possible to change even a tonal fugue into a 
fugue of this name, by responding to a subject of 
the nature of this latter fugue witib the freedom of 
a fugue of imitation. 

Subject of tonal fugue. ^** *^** - 




There is no fugue, either real, or tonal, which 
is not liable in several parts of its extent to become 
transformed into fugue of imitation, on account of 
the modulations, and in consequence of the imita- 
TiONS which may be introduced by taking a portion 
of the SUBJECT, or of the counter-subjects. Examples 
of this will be adduced when the entire composition 
of a FUGUE is in question. In accordance with what 
we have said, when a subject occurs — even of fugue 
of imitation composed of more than one portion, as 
thus : — 



«_ *«* Ist portion of the _.^ , 

jsx. zoo. subject. | 2nd portion of the aubject4 



we may take in the course of the fugue sometime^ 
one and sometimes the other of these two portions 
for making the imitations, even invertinp: them by 
contrary movement, in order that from the conflict 
arising between the parts through these devices a 
more learned as well as agreeable effect shall be pro- 
duced. The following littie fugue by Padre Martini, 
will serve as an example, and give an idea, of fugue 
of imitation : — 




1st portion of the I | 2nd portion of the 
response. 



ImitAtion 
in the fourth 
^ below. 



Modulation into 
'the relative minor. 



Ilflt portion of the subject I 2nd portion of the 

wbich modulates. -«-.--- 




[ 2nd portion of the I 

I response. | I Ibid modulating. | 



rid portion by con-} 
trary movement. | 
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Before proceeding to what concerns the entire 
composition of a fugue it is essential to enter into 
rather more circumstantial details relative to the 
CODA or CONCLUSION OP A SUBJECT, which has hitherto 
been simply indicated, and then to speak of digres- 
sions in fugu^ and, lastly, of modulation. 



On the Coda. 
The coda is that portion of the sxtbject by which 
it is continued after its second section, and which 
serves, at the same time, to prepare the entrance 
of the response and to bring in the oountsk* 
subject. 



Ex. S08. 




There are cases where the coda itself becomes the commencement of the counter-subject, and so inti- 
mately joins with this latter as that the coda and the counter-subject form an undistinguished whole. 



Ex. 209. 




Coda and counter-subject Joined. 

Here is another example of the same kind, in four voices, by Padre Angelo Predieri : — 



Ex. 210. 



Reaponse. 



Coda andconntCT-aol^ect Joined, ^ jj,,,^^^ ^^^ 




Ad libitum part 



In modem fugues, it is usual to prolong the 
CODA of the RESPONSE bcforc the subject re-enters. 
This plan is wise and should be maintained. It has 
the double advantage of causing the re-entrance of 
the subject to be desired, and of imparting variety 
to the composition by breaking the monotony of 



subjects and responses too closely brought in. It 
contributes to the elegance and good making of 
a fugue, and it may also furnish an additional 
theme for the imitations and digressions. This 
applies to every kind of fugue, whatever its number 
of parts. 
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Example of a second attack of the subject immediately after the retpotue without the coda. 



V Ex. 211 




It will be seen here tbat tbe second example has 
'the advantage, and that the intervention of the 
coda between the response and the be-entranoe of 
the subject has a very good effect. 

On Digbession in Fugue. 

The digression, or episode, in a fugue, is a period 
composed of fragments of the subject, or of the 
oouNTEB-suBjECTS (at the composer's own choice), 
with which imitations and devices are formed, and 
during which he may modulate so as to introduce, 
in other keys, the fbincifal subject, the besponse, 
and the counteb-subjeots. 

The digression may be, according to need, either 
short or long ; and, in the course of a fugue, there 
should be more than one digression, each with a 
varied method of treatment. When the entire 
composition of a fugue comes to be discussed, the 
places where these digressions — to which may be 
also given the Italian name of Andamenti — should 
occur will be designated ; and at the same time 
will be shown the manner of combining them. 
This simple explanation of the digbession must at 
present suffice. 

On Modulation. 

For some time the choice of modulations has 
been regulated by the diatonic scale of the key in 
which the composition is, avoiding chords aJien 
to that key. Thus, we may modulate into the 
dominant, and into the sub-dominant, of which the 
keys are naturally major; into the second, into 
the MEDIANT or third, and into the sixth, of which 
the keys are naturally minor. We cannot modulate 
into the seventh, or leading note, because its fifth 
is not naturally perfect. That which has been here 
laid down applies to the scale of the major key. 
When it is a question of composing a piece in a 
minor key, these are the keys into which modulation 
may be made — ^into the sub-dominant, and into the 
DOMINANT, of which the keys are naturally minor ; 
into the mediant, and into the sixra, of which the 
keys are naturally major. We cannot modulate 



into the second, because its fifth is not naturally 
perfect, and modulation into the seventh should 
also be avoided. 

Modern composers have held themselves exempt 
from observing, in their compositions, this simple 
and rational method of modulating, adopting, in its 
stead, one much more free and frequently inco- 
herent. But if such practices are tolerated in 
modem works, it is essential, and it is even expressly 
recommended, not to follow erratic courses with 
regard to a style of composition so severe as that 

of FUGUE. 

When a fugue is in a major key, the key into 
which we should modulate first is that of the 
DOMINANT with its MAJOB THiBD ; then, into the 
SIXTH, — ^the relative minor key of the principal key ; 
after that, into the major key of the sub-dominant, 
to the MiNOB key of the second, to the mediant, 
also MINOB, and then return to the key of the 
DOMINANT, in order to proceed to the conclusion, 
which should be in the principal key. 

It is permitted in the course of a fugue in a 
MAJOB KEY, to change the principal key into the 
minor, but this permutation should be employed 
only for a few moments, and merely to bring in a 
suspension on the dominant, in order afterwards to 
attack the pbincipal majob key. 

When a fugue is in a minor key, the first modu- 
lation is into the mediant majob, which is the 
belative of the pbincipal key; then we modulate 
either into the dominant minor, or into the sixth 
MAJOB, or into the sub-dominant minor, or into the 
seventh majob, and lastly, by means of one of 
these keys, return to the principal key. That we 
may terminate as with the fugue in a majob key, 
the minor principal key may be changed into major, 
under the conditions that were shown with regard 
to the FUGUE in a majob key. 

The chief difficulty in the art of modulating is the 
choice of the chords in their succession, in order to 
go from one key into another in a manner that shall 
be natural and suitable to the one into which we are 
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passingy and so that there shall be nothing in these 
transitions to offend the ear or the taste. 

Experience, which practice can alone give, will 
smooth eveiy dLoiculty to which the want of both 
gives rise. 

On thb Ektibb Comfositioii' of a Fugtte. 

Having passed in review all that relates to the 
elements of a fiigue, there remains but to treat of 
its entire composition. It has been already said 
that the indispensable parts of a fugue are the 
suBJEOT, the BBSPONSE, the oouirrEB-suBJEGT, and 
the STBETTO; the accessoet or episodical parts 
being the imitations formed by fbaoments of the 
subject, or of the countbb-subject, with which 
are composed the different diqbessions or anda- 
KBNTi which should occur in the course of a fugue. 
These elements suffice for the construction of a 
short and ordinary fugue. But if, in a composi- 
tion of this sort, other combinations and devices be 
introduced, a more extended and varied whole will 
result. It is difficult to determine the number of 
devices that may be introduced into a fuguB, inas- 



much as this depends upon the nature of the sub- 
ject and counteb-subject, and upon the greater 
or less skill of the composer. There is no fugue 
which does not differ from another, either by its 
mode of conduct, or by its combinations. This 
difference and variation are the effect of choice, of 
an imagination and invention more or less fertile, 
and of the facility which industry gives, while the 
experience derived from both, by cultivating the 
imagination, directs a composer in the choice of 
ideas and of means for the judicious construction of 
a FCGue. 

Each composer bears — so to speak — ^his own 
distinctive mark in this respect. It is requisite, 
therefore, to examine and analyse many fugues of 
the best masters in order to become thoroughly 
versed in this style of composition. 

Below are given different examples of fugue iu 
TWO, thbee, and four parts. These examples, en- 
forced by remarks, will suffice to demonstrate how the 
plan of a simple and ordinary fugue and how that 
of a fugue extended and complicated by the intro- 
duction of several devices should be constructed. 



Sz. til 



Example of a real ftigae In two parts. 

Beeponeefa thedomtoant 




Coda prolonged in the two parte, 
so as to caose the re-entrance of 
the subject to be desired. 



Connter-snbject. 




Besponse in the lower part< 

-IX 



Digression taken from the 2nd portion of the subject, which modulates 
into the dominant at its termination, so that the upper part re-enters for the 
response, because the tugae began by the subject in the lower part. 

0- 




"^ l>igre8sion composed of a portion of the subject and counter-subject, in which 



^ 



I portion of the subject and counter-subject, in which 
there is modulation, terminating by modulation into the sixth, the relative 
minor key of the principal key. 



Subject in the key of th^ sixth. 



From this passage to the stretto the Axgue *^ 



^^ 



From this passage to the stretto the Axgue 
takes the character of a tagne of imitation. 



mc^rr-n -^^^^ 



Besponse in 



Counter-subject. 
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- - the dominaot of th« kojr of A minor. 



Digmskm fonned bjr a portion of the •nbjeet. Moda- 
Inifug tbivugh diffemit keje it ftniahee ^r fpAog into 
the minor \0y of the mcmmL 




Interruption of the euhject, to commence modulating another 
digresnon, oomhined with a portion ot the eonnter-eubject. 




Reeponie. 



Subject curtafled, which become* 
the conecquent of the canon. 



Reiponse curtafled, by which is established 
the antecedent ofa^ry short c 




Obkeral Bemarks. 

On examining the foregoing example, it will be 
evident that the development of a pugue is entirely 
made from the subject and the counter-subject ; 
it is that which forms the unity of a piece of music 
of this kind. 

As it is necessary to give to each of the parts — 
whatever be their number — repose, or cessation, in 
order to vary the effect, these reposes, or cessations, 
should take place in a part before the passage where 
the subject or the response is to enter. When 
cessations are employed under other circumstances, 
the part which ceases should never re-enter idly, 
without reason, or for filling up, but either to 
respond to some imitation already proposed, or to 
propose one itself. 

• It is not of absolute necessity to introduce a " repose " or cessa- 
tion before the entrance of the stretto, but when introduced it 
makes this entrance tell better by isolating it from that which 
precedes, and thus produces a verv good eflfect. Neither is it in- 
dispensable, in making the indicated repose, or cessation, to have 
it upon the actual key of the dominant; it depends on the fancy 
of the composer either to make it upon this dominant, or upon the 
actual relative minor key, or upon the chord of the dominant of 
this minor key, or upon the actual minor key of the mediant, or, 
lastly, upon the dominant of the principal key changed into the 
mttwr; for here—after having prepared it some bars in advance- 
mi* x P^W' vl^o for introducing this minor key into a fugue. 
That which has just been stated with regard to the repose in 
question, applies to ^very kind of fugue, whatever be its number 
ci component parts. 



It is also particularly recommended to avoid 
monotony in the choice of ideas, and in the design 
and phrases. This defect is blameable in every kind 
of music, but it is one into which it is easy to fall 
when composing a fugue, if all the ideas employed 
be derived either from the subject, or from the 
COUNTER. SUBJECT, with a view to the too strict pre- 
servation of the imity of character above mentioned. 
In order to avoid the defect, care must be taken, 
when planning a digression, not to employ the 
fragments of subject or counter-subject which 
were used in the preceding digression. With this 
precantion, and by skilfully varying the modulations 
and the forms of imitations by inversion, monotony 
will be avoided. 

Another remark which should be made is that in 
a FUGUE, whether real or tonal, of which the 
response is always on the fifth of the tonic, all 
the imitations in the course of the fugue should be 
made on the same interval as the rcsponsey or on the 
FOURTH, which is an inverted fifth. 

As to a FUGUE of imitation, if the response is on 
the fifth or the fourth of the subject, the law 
which served as a guide in real and tonal fugues 
must be observed with regard to imitations, but if 
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tlie RESPONSE be on the second, or third, sixth, or 
SEVENTH, or on their compounds, the imitfttions 
during Ihe fugue should always be made at the 
distance indicated by the response at the commence- 
ment. It may be added that the introduction of 
imitations in the unison and octave is permitted, 



whatever be the kind of fugue, and in whatever 
degree or interval the response may be. 

After these observations, the examples may be 
continued Ti^thout necessity for adding anything more 
to that which has already been said on the subject 
of Fugue. 



Eeal Fugue in Two Parts. 

Responie. 



Ex. 21S. 
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Dominant pedal in the upper partT 



Dominant pedal in the lower part. 



[^^_±.J_^^T]^ ^E^±^ni3 ^£^^^^^ ^^ ^3^ 



Subject. 
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I 



Coanter-«ul]jeet. 



b'-r r If* ^(^4f[i;;JJ|.J-^ ^ ^U)^:f^^^^ r Ir'TfTr 



Subject in the relative minor key. 



Response. 




Fiagment of the counter-suljeot in imitfttion. 



^^ 



^—r \ r &[rm-rr\r ^ \ r^^^^:^ 







7e 



A TREATISE ON 




Subject in response to the subject. 



"^ Subject. 




Response close upon the inverted subject. 



Heal Fugue in Three Parts. 

This ftiguct by the nature of its subject, compels the fluent emplojrment of the chromatic genus ; and by its features^ 
and the multiplicity of its notes, it attains an instrumental character. 



Ex. 215. 




1st counter-subject. 
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m-^ Tflj ^ giFFp'^ ^ •££re££fflg? ff=i^ 




Subject. 
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rJ^ TCDr^ffPTp'^ ^-EBS^££riH^rrr 



«=ita'b^barM'i^B'"^^^P 



m 




Subject. 
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r 'r \r>^nr^ - i — f^if^^^ ^m 



^^ 



Subject in the sub-dominant ourtailed. 
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Tonal Fugue in Three Parts with One Counter-subject. 



Ex. 216. 




^^^^m^^^^^^m 
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Subject in the relative minor curtailed in imitation of the subject in the sub-dominant. 




STnXTTO. 



i^^^^ii^^ 



Subject. 



Subject. 



H-rAt"--r4r- MfJJ f ,-ifrrr i j;rr f7T-r^ i rjri i 



Response. 



Response. 
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Reiponie. 




p J -n r I rif.^r"~^r~r-G"t^'~~T^ r f\r=r-^^^ J i J ^ jj.J i 



Response. 



r-T-t-J f l ^^=r.J r^\r=^ irrrrr l ^.^^ n— |^-tt= 



Tonal Fuoub in Foue Farts> with Ons Ck>UNTSR-BUBJEOT. 

Subject. , ^ Added part 



Ex. nr. 
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Nflw figfure. 




gg^^^^^^^^^^^^^^E 



-^ir= >■ 
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Imitatho. 



^^T-j^ g^ ^^ rf^^MJ ^rziz^jTTThi 



\rrr - I ^^^ 




Countei-inbjeet. 






Fragment of the subject serving 
as then ' •• — 



_ hem e for the digression. 
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Subject 








Tonal Puqub in Four Parts, with Two Counter-subjects. 

Sul^ect. ^^ _ ^ ^ ^ ^ .. I8t Coujiter-subject. 



EX.S18 




COUNTERPOINT AND FUGUE. 

DigretsioD. 
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l|fe^=^^^^rtVT-^riV^^^^Mgiv^-^~T'' ' ^'^^ ^^^ 
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^fg=T= gpr=p=r [T r "t^ — tr-'Fi^a^pS 



^ 




<s% r r 'r T?lt:^5g==J=>e =^^ g^ =^g ^ff^-=P==r=^rp 
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^ Subject. *"^ 




00 
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Baldcct 




Ohboicatio Fugue in Four Parts, with Three Oountbr-subjbots. 

The subject of this fdgne belongs to tonal fagne, as it descends fiist from the tonic to the dominant ; 
therefore, the response should go from the dominant to the tonic. 

Example of tho vesponie aoeording to the rales of tonal Aigne. 



Ex. 219. 



Babject 




But this response would have rendered the working of the counter-subjects extremely difficult, and would 
have compelled frequent changes. It has been judged fit, therefore, to treat the fdgue as a real one. 

This fugue, by its mode of treatment, and by the nature of the subject itself, may be considered as a fugue 
of imitation : — 



Ex. 220. 
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Added, or ad libltam part, Imitating 
the 2nd counter-eubject. ^ 
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Srd ooiunter 



Coda, leading to the reply of the euttject. 



Snd eounter-aubject 



Subject. 




Fragment of the sutjlect by diminution. 
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Sulljeet n-introduccd in this digression ; Imt with one of the old ooanter-subjeets, and the new eoonter-snt^ect. 



1st sut|)ect 



r-te 






New eounter-subject. 



Ad libitum part. 



Srd counter-subject. 



Continuation of the digression, formed by the imitations of the Srd counter-subject, and subsequently, 
by a ftagment of the second combined with the third. 
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BesponM to the subject inverted 




Reply of the response. 




Subject. 
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Fragment of the counter-subject of the inverted subject. 




Imitation. 



St&xtto by diminution, 



nJ Subject by diminution, brought neAer to the 



Subject by diminution. 



^ hf> | |JU ^^ 



Subject by diminution, brought neAer to tne rel^nse. 




Retponse by diminution, 
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ds 




Response proceeding with the subjects 
and responses, diminished and inverted. 



8rd counter subject. 




Response by contrary movement 
and by diminution. 

Stbbtto by diminutic 



the pedal. 




Continuation of this digression 6a the pedal. Response diminished. 




F ragment ^the Srd cou nter^u ^ct. ^ imita tion oj^th e fragment of the 8 rd cou nter-subje ct. 




Subject by contrary movement and by diminution. 



Plagal cadence. 



Observation. 

Mention has not been made nntil now of plagal cadence : whicli is frequently met with in ancient 
compositions. 

The ancients gave the name of authentic cadence to that which we at present call perfect cadence ; 
that is to say, the progression from the dominant to the tonic. 

They called plagal cadence, that progression from the sub-dominant to the tonic ; and often terminate 
their compositions with this sort of cadence, by taking the chord of the tonic major, whatever might be the 
key in which their piece was. This cadence was peculiar to the plagal tones of plain chant. 
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Tonal Fuothb of cokbidbbablb dbyblopmbnt, in Eight Pabts, and for Two Choibs. 



Su^eei. 



Imitation to the tenth. 



Pari thai I 



80»ftAV0. 




OmGAV. 



pnpom another counier-' 



9rd eounter-eubjeei. 




men, A 

Imitation injhe tenth. 



\^r r rr I f rrr r \^n^ ^^ 



Ad libikunpart. 



^^mm 



- tarn Ten -ta-ri b« - - - cu - li. A 



i 



i 



i 



Part wAieft propotee a new eounter-eubjeet. 



Ad libitum pari. 



5 ^^q?^-^Fi^ S;=z zz=te^ ^ ^ 
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Retpome <4 -^^ "«w eaufUer-tubjeet. 
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^^ j^ Retponn ef ihe 2nd turn comUer-»ubJeeL Digression leading to the iominani, amdon which the m^eet i$ returned. 
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!«< eounter-ntbjeet. 





-Reipotue to Ihe Itf subject,' 

A - - 



*• men, A-meOy A 

M counter-autjeet. 



men. 



@E 



men, A- men, A - men, A 

Response to the 2nd subject, Srd eounter-sttbjeet. 



^^^^ ^^ ^ ^^rrrff[r=f-- 



men, 




Et vi - tarn ven-tu-ri sss - - ca 



m 



li. A 

Subject brought near to the response, , , , 

-If r f r If ^^--^J-H - 



Response of the Ut new counter-subject. 



Et vi - tarn ven-tu-ri 
2nd counter-subject. 
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H, to which the eounter^-nOject* are added. 




i Digreuion, which, in modiUatiug, leads to the reepome fty augmentation in the relaHve minor jby. 




• men, A 



- men, 



A - men, A 



S 



^eb 



i 



i 



. men, 

< i 3-* .Ig L. 



Et 



i^^rrrrr r fii^ 



'^rrrr cr r 



. men, 



men, A 



men, 
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men, 




Et vi 
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%-J-^- 



A - meD, 



A - moD, 



A - . 



A - moDy 



A - men, 



A - men, 



A • men, 




^ 



men,AmeD,A - men, 




men,Amen,A - men. 



^-f-THrrzzi^jf^ ^i^-M^^^ ^^^ ^^ff^^ ^ ^^ 
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tw^ 
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^ 




Response Ibid. 



^^ 



Subject and eounfer-subjeet inverted, with changes. 



Et vi - tarn ven -tu - li 



ip^^g^^i ^:.ez.£U:^j^ ^t^r^^ g ^^T rni;B^ ^ 



Et vi - tarn ven-tu- ri ssb - - - cu li. A - 



men, A 



A - 



- men, A 



men, A 



men, A 



meD, A 
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Et yi " tamven-tu-ri bsb-cu-K. . . A-men, A - men, A - men, A 



men, 
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men, A - men, A « men, A - men. A - men. 



. men, 



men, A - men, 



A - men, 



men, A - men, 



men, A - men. 



5«ft/ee< 111 A fi^hMrt i% Hi primJHoe atpeet 




£t vi . . tam Ten -ta-ri 88a--ca-- 




men, A-men, A - 



l^rfgg=Pf^ff=pp^^!2-_^:^f^ ^i ^^^ 



SubJteHmoerted. 



men, A 
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tvty^it ModttUtHnff digreMHoHt. and the two ehoirt imitating taeh other, alternatetp. 
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107 





108 



A TREATISE ON 





COUNTERPOINT AND FUGUR 
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Stkktto. 




men, A 



^ ^l^rfr^^^i ^is^f^^^^ =^^ r^- ^ ^^. 



men. Et vi - 



A - men, A 



men, A - men. 



E^^ 





tamven-ta-ri es- -ca-li. A- - men, A 



men. 



tamven-tu-ri ssa •> cu - - li. A - - men. 



f y^q?f tif^-fq^ J ^ r \^i±t^:m , 



i 



men, A 



^ 



m 



i jmtt rrm^^^ ^^ 



^^ iH^^ 



A - 



men,A • 



i 



^=. — h-P-i^rfrf' r r-' A-u^^^ ^ ^ 



l l^ii rrrrfr-nrrr' ^ a 



^^t-^=^=,g^£^ 



men, A - men . . A 



^ ^—^ ^^-^^"^^^S^^^^ ^^^ ^ 



men,A - 



• men, A 



men, 



A - men. 



Et vi - tamven-tu-ri sse - - cu - li. A 



m* 



it tegiglnfe 



Et vi - tamventa-ri 
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Sfreito of the three eouuter-tuhjeeta. 




#^g^^E^ 



JIZ^-^^MS^f^f^^^^ 



jy==-=-^ 



^m 99 



men, 




men, 




men, 



mx-iM^^=^^-^—\^rx^ 



^f rrrr/ i 
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^^^^ SffmmetHeal progreasiom, 6 y Ike mijffet augmented. 
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- xnen^A • men, 



A - men, 



A - men, 



^ 



r'Tf - — ^MT °-i'|'''e^ 



A - men,A - men,A-men. 



I if 



men, A 



men, ' A - men, A-men. 




men, 



men, A -men, A -men, A-men, A 
-IP — — oh . 






Et 



vi - - tarn ven - - tu 



an - cu - li. A - men, Amen, A 





A - men, 



A - men, A - men, A - men,A- men. Amen, 



A - - 



men, 



men, A • * men, A -men, A-men, 



m=ni^inj:2^rrm2Tjtrf^^^ j - 1 ^^^ 



men, A -men, A-men, A-men, A 
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ihid. 



Et vi - tarn ven - tn - ri sas - - cu - li. A 



et vi - tarn ven > ta - rl sib - - cu . li« 



men. 



^LJ^-j-^JWSg^E^ 



A------- men. Et 



m 



ca - ]i. A 



men, 





▼i - tarn ven -ta-ri 8s-ca-lLA - men, A - men, A - men. 



Vi 




Et - . . ,^ vi • jtam ven - _- tu • ri 




men. Et vi - tam ven - ta-ri . . sib - en • 



men, A - men, A - men^ A - - men. £t 
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^^^^^^^^ 



li, et yi - tarn ven-tu - ri B8b-cu 



vi - tarn yen - fin •- - ri s» - cu 



li. 
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Ptdal, «fNHi »kieh the eloitsi STmxTTO of the tubjeet U heard, aeweU a$ the eounter-eubjeete. 




£t yi - tain yen - tu - ri, ven - tu - ri jsa - r cu -U. A . 



men. 




men. 







Et yi - tarn yen - tu - - ri as 



CQ-li. A - men, A • 



£t yi - tarn yen-ta - ri b« - cu-li. A - men, A 



j M^^M^ 



=wrz 



m^^ 



. men, £t yi - tarn yen - tu - ri sas - cu - li. A-men, A - men, A - - 



Final digreseionwhick 




men, A -men, A - men. 



ife^^ ^F^^-f ffr^ 



:*at: 



^^^rTf\rr^'=iM=^=i^f^ 




A • men^ A - men, A - men, 



yV^-pz:^ I f JJiz^ l| ^-mFT^ g f r f-- r=^ i ^d ^^^^^3tT'"^ 



men, A - men, A - men. 



=»= 



I — ^^ I 1 4- 



men, A - men, A • men. Amen, A - men, A 



men, A - men, A - men, A 



A - men, A - men, A - men. 



leadt to the eonelution of tke/lgure. 
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Plagal cadence in terminaiion. 




• The "Credo** of which this Fugue U the ilnale, wm begun by Cherabinl in Italy In the year 1778-9 (while studying under Sarti) and finished at 
Paris in 1806. M. F6tis, in his work on Counterpoint and Fugue, says of this noble piece of composition by Cherubini :— ' This ftigue->in which all 
the devices of its peculiar style are introduced with rare felicity, notwithstanding the extreme difficulty arising from so large a numwr of voices — 
had no model of proportionate development. The dread of wounding M. Cherubini's modesty prevents my giving utterance m all the euTogy that 
this fine production deserves. I can only urge all those who study the art of composition to examine It attentively, returning to it a^in and again ; 
since they will be unable to discover its full merit upon a first inspection, or to comprehend all that suoh a fugue contains of scientific and axtiatio 
excellence. 
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Real Fugub in Eight Parts, for Two Choirs, by Joseph Sarti. 

Allegro* 



80PB4KO. 



. CotrTKALTO. 

o 

s 

H Tzsroa. 
n 

g 

Bau. 




Gum Sancto Spi - ri-tu in glo - ria De-i, Pa 



Om«AV. 



BovmAvo. 



Ui COVTKALTO. 

i 



i 



Tnos. 



Bam. 



Obaav. 




Tofto i9olo. 
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trig, in glo-ria De - • i Fa-txis.. A - - men, A. • men^ A 




jfe |fa^^^^ 



men, A - men, A - 
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Cum Sane - to Spi - ri - ta in glo • ria De-.i Pa - 

JmiUMonqf thi portion ofiHA*t eoumter-na^Mi, 




Hetpoiue euriailed^ 



Com Sancto 8pl-ri-tain glo-riaDe-l 



men* 



Cum Sanoto Spi - ri-tuin glo - ri - a De-i Pa-tris, A 



mon, 



Com Sanoto Spi-ri-tuin glo-riaDe-i Pa - tris, A 



^^ ^r''M - ?- ^^^-Hi^^=tM'^7^rr-tfl^ =:.g ^-4-i^ 



2>iffre9$ion formed bff an imUaUon of the eoutOer-nOJeet to rettim to the principal Jtey upon wkk^ (ho 




^^m^^^ 
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1^ re$pM»9 of the subject it returned in the dominant. Portion of the indcounter-euijeet. 



119 




- men, A - men. 



In gla-H-a De - - i Pa-tns. 

JPbrtion of the \tt eounter-euljeet. 



^^^^ 



men, 



A 
AdlibUumpart. 



»h»»r ^ j ^zf^H^ T=^^^ 3^== ^^=f^ ^ ^rr=^'^=^^ ^ 



De-i Pa - - tris. A 



• meiiy 




Cum Sanoto- Spi - ri-ta in* glo-ri-aDe-i Pa 

Portion of the Ut eotmter*eubJe«t. 




Cmu Sancto Spi - ri-tu in glo-ri-a De-i Fa - tris^ 

portion of the 2nd eounter-subjeei. 



In glo-ri-a De - - i Pa-tris^ A - • men,. 
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Digreitfon in whieh is introduced the rapoiue of the eubfeetf and Uke r§-eiUnMO0 oftMe latter hrongMcloeer to the reeponee^ 




CnmSaneto Spi-ri-tain glo-ria De-i Patris, De-i Pa - - 



Gum Sancto Spi - ri - tu inglo-ri-a De - 



i Pa 



trU. 



A 



Gum Sanoto Spi - rita in glo-ri-aDe-i Fa-iris, De-i Pa 



tris. 




Gum Sancto Spi - ri - tu in glo - ri-a 




Gum Sancto Spi - ri-tu in glo -ri-a De-i Patris, De - i 




COUNTERPOINT AND FUGUE 




XT . i^S^* 



TAtf digre$»iom eoniinues where aporUon of the eounter-nijeet it introduced bp contrary movemeni. 




end imitations by augmentation of ike \$i counter-eubfeet modulating to the 
sub-dominant, and then returning tothe principal keg. 



Tke digression 





Cum Sancto Spi - li-ta in glo-ri-a De - i Pa - - tru, 



Cum Sancto Spi-ri-tn in glo-ri-aDe-i Pa-tru^ Cum Sancto Spi - ri • 



Cum Sancto Spi -ri - tn in glo-ri-a De - - i 



Cum Sancto Spi - ri - tu in glo-ri-a De-i Pa>tris, 
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tu in glo-ii*a De-i Pa - - trie. A 




Spi - ri-ta in glo-ri-a De-i Pa - iris. A 




/^ ConchuUm. 
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Given Subjects or Basses to serve for Lessons in strict Counterpoint. 

InC. 




^m 



4. 




12. 



^^m 




16. ^^^^t^l=^4 zEt f^ qF ^I^:g^fc^^ E^^^ ^^=F^T° l-^g=l" l°l. 

InD. _ 



16. ^^z 



^^g ^ ^= ^ ^ -^-f » |. ^ 



17. ^^ 



f^— I ; MM \ <9 I M -r 



18. ^^^=^^ » r 'Lj^m 



^=^=^-=^=^^=^ ^^1= ^ "_\ t" \ . 



" \ ^ 



^^LO^^^f^N E^^Et^g^t^ 



E^Ei^ 



iF=°— ^-^-^- 



Varying from the preceding atie» 




20. mst'-^V^^¥=^\ " I «> I >^ . ^1 ii7rr ^ ^ ^3..-M^-^4=^ ; =t ^ ^^ 
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^-^-g^ 



-_-L_ L,=niqF^-zrp=mititg!=r: 




^ 



i-^-t— -— 1— ' I " I ^=f-^^-i— -t=g=:^=^^-=^=^ 



^ 



In a. 



84. 



. ^^ _^J_..J ^^ ^^h7^1 i^ ^--^-^^ ^E^ ^=U!-LrzlI— i 
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Given Subjects ob Basses to serve for Lessons in strict Covnxesfoint. 

InC. 




^^ 



7. M 



^^^^ 



1^ 



^^ 



3^ 



J2a_ 



^ -^u -M ^^ n^-^ ^^ r I " I "-i^ ^t^^E^^^s^ 



^.^J^Z^ ^ ^g^F^FF f^^^l Eg^^E^^g^^Sti^Ebg^^i 



9. m^ 



^ 



10. @^ 

11. 

12. _ 



^^i^ 



aaqpiST 




4^ I " I ^-h^-TT-T— nr— fe:t^^^^4-g^^^^ ^^ 




\ t6, 



Varying from the preceding one> 
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F — ^ !■ >j p-h— jTi— r— ^— F — 



r J I ^ L 



I 25. 




V. 33. mife:=^..^ ^ =^=F-H— K.H^^+^-^^-^-^^ ^^-^^^^ ^ 
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^ ^ -^- ■ " 



^^g^^N^ ^ ^ ^ 




1 ^ 



68. 
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^^ 



" [H^ \LL. 



zr±^ » I "-Y . ^ I " I ^g4 ^fe ^y 



Basses for Oountkkpoint in Eight Parts, and for Two Choirs. 




it =io^-^^-=^T-r-r-\ --^gj^ ^^^^-.jj= ^^^-_i ajir:^ 
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joi — I — i-r- i " 




wj^r^ifr-r^hj^'-^^^^^^^ " -.y^zj^^^i^^^^ ^^ iE^ 




o> 
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